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Foreword

It begins with an idea, an idea that gnaws, that haunts, that spills into
the quiet moments, and refuses to go away. With nurturing, the idea
grows. It finds purchase in a fertile imagination and unfurls itself, open-
ing into its very own world. Characters arrive. Sometimes they step out
of the mist of the mind fully formed, other times they’re lumps of clay
that must be sculpted. You can’t wait to give them voice. You can’t wait
to tell their tale.

Thern comes the terror of the blank page. If you're a beginning
screenwriter you ask, “How do T fill 120 pages?” If you're a seasoned
professional you ask, “How do [ contain my story to only 120 pages?”
And no matter wha you are, you ask, “How do I make it good?” It's
enough to send you running to Starbucks for non-fat latte and an after-
noon of procrastination.

T arrived at the University of Southern California’s Graduate Screen-
writing Program in the Fall of 1990 with a head full of stories and no
idea how to write a screenplay. I'd read most of the popular screenwrit-
ing books and had written a couple of lousy scripts where everything
happened in the right place but nothing seemed to matter. Luckily, at
USC, 1 learned the craft of screenwriting from one of the form’s master
educators, Frank Daniel, who designed the program’s curriculum
around the sequence method,

On the surface, the sequence method may appear to be just another
formulaic, by-the-numbers approach to structuring your script. Noth-
ing could be further from the truth. Instead of providing a dead struc-
ture, sequencing helps writers create the dynamic, dramatic engines that
drive their stories forward. And unlike other popular approaches to
screenwriting, the sequence method focuses on how the audience will
experience the story and what the writer can do to make that experience
better, Sequencing gives writers the clarity to understand and manipu-
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il Foreword

tate dramatic tension to maximum effect, playing off the audience’s ex-
pectations and controlling jts hopes and fears.

The sequence method doesn’t Jjust make a screenplay better; it also
makes it easier to write, Sequencing helps clarify character motivation
and drive, and illuminate which scenes are dramatically necessary and
which are irrelevant. It breaks the 120-page monster into manageahle
sections, and provides an easy to follow dramatic road map that helps
writers avoid the typical second-act morass.

What I learned from a master teacher at USC, Paul Gulino has now
committed to paper and ink in this remarkably helpful volume. In it,
he has managed to provide a thorough yet suceinet introduction not
only to the notion of Sequences, but also to the theory that underlies
them and all dramatic storytelling. Further, he has provided concrete
llusstration of the use of these theories in the insightful, detailed analysis
of several significant feature films. In this, he echoes Frank Daniel’s no-
tion that, ultimately, the only true teachers are the masters of the form,
and that learning how to study themn can lead to a lifetime of discovery
and enrichment.

I'am much indebted to Franlk Daniel, my instructors at USC, and
the sequence method for making me a better storyteller and a better
screenwriter. [ hope that this volume will in some measure do for others
what they did for me. Over the course of my career, I've discovered that
when [ employ the sequence method, my screenplays turn out wel],
When I've strayed . . . well, so have my screenplays.

—Andrew W. Marlowe

An Introduction
to Sequences

Why Sequences?

The great challenge in writing a feature-length screenplay is sustaining
audietice emotional involvernent from page one through 120. N[.OSF
writers can dash off a ten- or ﬁfteen-minutg script with %ntle Plannlllng,
as the length stretches to an hour or more, it bgcoglefs difficult bot ﬁo
conceive a script in its entirety and execute the.mdmdual scenes at L e
same time. Most professional writers use various tools to solve this
problem-—writing a treatiment, outline, step outhne,' beat sheet, or usllng
file cards. The function of all of these is to al]pw writers an overall view
of their work while they toil away at the specific scenes,

The division of a feature film into acts—commonly three acts novifav
days, corresponding generally to the Se-tu.p, development, anc}) resolu
tion—is Jikewise a way for writers to d1V.1de‘ t}_w vastness of 120 pageg
into digestible pieces that can be attacked individually, without the nee

indful of the overall work. _
e l])EieH]iuifusmg the three-act approach, though, navigatl‘on tljirough 3
screenplay can be difficult. Most commonly, the first act is un ersgot(lyl X
to occupy the first thirty pages, the second act the ne.xt sixty, zmf "
third act the final thirty. For most writers, it is the sixty pages of t 1e
second act—the true heart of the script—that present the. greate.st F]:fa -
lenges, a bewildering descent into a swamp of seemingly limitless
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2 CCREENWRITING

choices, replete with the perils of wrong turns down dead ends and
quicksand from which the writer cannot extricate the story.

The use of sequences is an important tool that is often overlooked in
handling this problem. A typical two-hour film is composed of se-
quences—eight- to fifteen-minute segments that have their own inter-
nal structure—in effect, shorter films built inside the larger film. To a
significant extent, each sequence has its own protagonist, tension, rising
action, and resolution—just like a film as a whole. The difference be-
tween a sequence and a stand-alone hfteen-minute film is that the con-
flicts and issues raised in a sequence are only partially resolved within
the sequence, and when they are resolved, the resolution often opens up
new issues, which in turn become the subject of subsequent sequences.

The advantage of understanding that a feature film is composed of a
series of shorter films is that it mitigates the problem of a seemingly
amorphous second act. Tn general, a two-hour film will have two fifteen-
minute sequences in the first act, four in the second, and two more in
the third. Variations on this arrangement can be seen in many films,
mostly in the length of the sequences and sometimes in their number,
but as a tool for planning and writing a feature film this approach can
be very valuable.

In the pages that follow I will explore the notion of sequences in de-
tail—their historical origins, how they are defined and how they furic-
tion to make a screenplay fulfill its most basic task: engaging a reader/
viewer. Since understanding sequences requires understanding of some
basic principles of storytelling, I will also examine these, with an eye
toward the question of how a screenplay goes about engaging an audi-
ence. T will then explore eleven films representing @ wide variety of styles
and time periods and show how sequences function within each.

Academically, the sequence approach to feature-length screenwriting
was taught at Columbia University in the early eightics, and has been
taught for the last decade at the University of Southern California and
more recently at Chapman University. Its use as a teaching tool grew
out of the experiences of Frank Daniel (1924-1996), the inaugural dean
of the American Film Institute and later the head of the film programs
at Colurmnbia University and USC, who found that teaching the three-
act approach to screenwriting resulted in the difficulties discussed
above, and so resurrected the notion of sequences to help students write
tnore successful screenplays. One of the films analyzed in this volume,
Air Force One, was written by Andrew W. Marlowe, who learned of the
technique while studying at USC’s Graduate Screenwriting Program.

An Introduction to Sequences 3

In putting this approach down in book form for the ﬁr.st time, my
hope is this simple truth—that big films are made out of little films—
can be of help to others in conceiving and writing & feature-length
screenplay.

The Origin of Sequences

In the beginning was the sequence.

Or more properly, the one-reeler. With the advent of projection of
movies in 1897, the celluloid carrying the images was wound up around
spools that could hold about a thousand feet. At 18 frames per second,
these lasted between ten and fifteen minutes.

By the early 1910s, for reasons both artistic and econotmic, films were
extended beyond one reel. Because most theaters only had one projec-
tor, this required the projectionist to stop the projector, swap reels, and
start the show again, during which time the audience waited in the dark
or, more typically, was regaled by intervals of live entertainment.

Artistically, Slmmakers dealt with this interval by making sure the
films had a fade-out at the end of the first reel and a fade-in at the start
of the second—often marked with a title noting the “End of Act I” and
“Start of Act IT,"—which in turn required that the narrative be adapted
to conform to the constrictions imposed on it by this interruption. This
was particularly necessary when—as happened early in the feature film
era (1913-1920), the films were sometimes shown in installments—one
or two reels at a time over the course of several weeks (much like a serial
or modern-day daytime TV drama seties) rather than all during the
same evening. Fach reel thus had to have its own integrity.

Some screenwriting manuals of the time advised writers to structure
their work around this division into reels.' By the late 1920s, with the
full-length feature film coming to dominate the cinema, most thea_ters
had two projectors, and thus the viewing experience became essentially
seamless. Tn this context, formal and rigorous adherence to writing for
each reel became unnecessary, but the structure persisted, evidenced by

1. Ben Brewster, “Traffic in Souls: An Experiment in Feature-Length Narra-
tive Construction,” Cirerna fourngl 31, No. 1, Fall 1981, p. 39. Brewster cries
articles by Epes Winthrop Sargent in The Mavie Picture World (22 June 1912
and 24 Rebruary 1912), and Sargent’s manual Technigue of the Photoplay, 2d ed.
(New York: Moving Picture World, 1913), p. 12124,
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the organization of screenplays into sequences identified by letter (A, B,
C, etc.), a practice that lasted into the 1950s.

If the notion of writing in sequences played a role in feature film
writing for the decade and a half after 1913, the craft of screenwriting
underwent a dramatic change starting in 1927, which saw the advent of
the talking picture. Till then, writers had only to script physical action
and title cards. With this new innovation, they had to write dialogue,
and Hollywood producers turned to the experts to solve the problem—
the thriving community of playwrights working on Broadway, which
pulled the craft more firmly into the three-part structure first ex-
pounded upon by Aristotle (360-322 BC). The result was an eight-
sequence structure married to three acts.

In fact, the underlying structure—eight sequences in a feature
film——persists to this day, long after its origins and practice have been
forgotten. Rather like Monsieur Jourdan in Moliere’s The Bourgeoise
Genileman who is shocked to realize he’s been speaking prose for forty
years without knowing it, feature film screenwriters continue to struc-
ture their films in sequences—and can get into trouble when they don’t.

The persistence of this arrangement suggests that something deeper
is at work than the somewhat accidental arrival of cinema with 1,000-
foot reels. The notion of a feature film having eight parts is, like all else
in dramatic theory, tied to human physiology. Drama has been a one-
and-a-half to three-hour experience for 2,500 years. Apparently, beyond
that length, people become restless and uncomfortable, and attention
suffers.

The division of two hours into sequences of ten to fifteen minutes
each also most likely speaks to the limits of human attention, i.e., with-
out the variation in intensity that sequences provide, an audience may
find itself fatigued or numb rather than enthrailed by what is on screen.

How A Screenplay Works

This book puts forward and articulates the division of feature films into
eight segments. Many discussions of screenwriting begin either with Ar-
istotle’s influential work The Poetics or Syd Field’s more recently influ-
ential work Screenplay (1979), which articulate different ways of
dividing up a dramatic work. Aristotle described tragedy as a “whole
action,” and, to him, a whole is that which has a “beginning, middle
and end.” This is the first formulation of drama in three parts, and
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though he also further broke down trageclly int)o) five parts (“prologue,”
“episode,” “exode,” “parados” and “stasimon ) the ﬁ_rst three roughly
corresponded to the beginning, middle, and end, while the latter two
were inserted in the middle, marking where the chorus entered and then
sang odes. o )
Syd Field's book described a three-act d.1v1su))n of screenplayz as 1.)e—
ginning,” “confrontaticn,” and “resolution,” sepa.rated by' turning
points,” and, though he did not originate th.e notion of thinking of
screenplays in terms of acts, the popularity of his book has helped I‘I"le_tke
the “‘three act structure’” the most common model. Other screenwriting
manuals that have been published since 1979 espouse the notion of
three acts, and give various insights into what they mean and the func-
ion they play in writing the screenplay.
" Variaiignz exist, of ciurse. Kristin Thompson, in her thoughtful and
informed book Storytelling in the New Hollywood (1999), studied over a
hundred films from the 1910s to the 1990s and discerned in thim whaj
might be considered four acts, not three (which ihe terms “setup,
“complicating action,” “development” and “climax . ). David Bordwell,
in Narration in the Fiction Film (19853), described six parts of what he
calls the ‘canomical’ story format: “introduction of setting .and”ci}‘mrac-
ters,” “explanation of a state of affairs,” “complicating action,” “ensu-
ing events, outcoms,” “ending.” . .
While much insight is to be gained from these books, aspiring writers
may understandably get the mistaken impression t.hat the task of the
writer consists primarily in following theorists’ notions or recommen-
dations, and, failing to do so, they will fail. .
There was, of course, a group of extremely successful playwrights
who did not base their work on Aristotle’s Poetics, or ary cther known
guide or manual of dramatic writing—this group inc_ludes Sophocie)s,
Aeschylus, Aristophanes, and Furipides—the playwrights of Greece's
Galden Age of drama—whose plays constituted the body of work that
Aristotle studied in order to generate his treatise. And of course for
most of the history of movie making, writers did not have access to Syd
Fields's book, and, indeed, screenwriting manuals were comparatively
rare during Hollywood’s own “Golden Age” of the 1930s and 1940s.
While the playwrights who flourished before Aristotle, and the
screenwriters who did so hefore Field, worked within the framework of
specific conventions and formulae, their basic task can be understood
in a wey that is more empowering to the writer and more helpful to her
in realizing her vision than aiming to conform to a formula and con-
necting its dots.

21 te
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In his 1927 study Aspects of the Novel, E. M. Forster {1879-1970)
described somewhat caustically the root nature of story: “Tt has only
one merit: that of making the audience want to know what happens
next. And conversely it can only have one fault: that of making the audi-
efice not want to know what happens next.”

A decade earlier, in his book Playmaking (1912), theater critic and
theorist William Archer (1856-1924), wrestling with the issue of what,
ultimately, constitutes the essential characteristic of drama, came to the
following conclusion: “The only really valid definition of the ‘dramatic’
1s: any representation of imaginary Ppersenages which is capable of inter-
esting an average audience assembled in a theater.”

As to motion pictures, Kristin Thompson has said the following of
the emergence of Hollywood as a world leader in the film industry by
1916: “The techniques of continuity editing, set design, and lighting
that were developed during this era were designed not only to provide
attractive images but also to guide the audience attention to salient nar-
rative events from moment to morment.’™

These are three very wide open statements about the nature of the
storyteller’s task. Their common thread is focus on the audience. All
successfil plays and films have been successful first, before considering
any other positive attributes they might have, in engaging an audience
in this way, and if they did not succeed in this task, they either did not
survive, or can be found in the discount bin at Blockbuster. And need-
less to say, if a screenplay does not succeed in the task of keeping a
reader or producer wondering what will happen next, it will suffer a fate
even worse—remanded to the reject pile, never to see the light of the
projection bulb or the video screen.

A writer who understands this as the basic task—keeping the audi-
ence attention on what comes next—is free to go about it in any way her
imagination and inventiveness allows. If a writer realizes that whatever
patterns or rules she encounters in dramatic theory or in screenwriting
manuals (including this one) are to be understood as tools to this end,
she will be empowered to employ them in more interesting ways than
are possible than when seeking to adhere to “rules” or a formula above
all else.

2. E. M. Forster, Aspects of the Novel (New York: Harvest/HBJ, 1927}, p. 27.

3. William Archer, Play-Making: A Manual of Craftsmanship {Boston: Small,
Maynard & Co., {1912), p. 32,

4. Kristin Thompson, Storytelling in the New Hollywood {Camnbridge: Har-
vard University Press, 1999), p. 1.
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During the course of the analyses that follow, I will in fact examine
films that used various combinations of the tools to achieve this end of
audience engagement. Included in their number are some that may
seemn quite unconventional in their approach, but they all have in com-
mon success in engaging an audience.

A successful screenplay, then, is a living thing, in the sense that it
“works” to create anticipation in a reader, as opposed o being an inert
combination of ink, three-holed paper, and brads. The question is: Aow
does it work? This question must be answered before an understanding
of sequences can be undertaken, because what applies to features also
applies to sequences. .

While dramatists and screenwriters have used a variety of technigues
over the years, there are, in the main, four basic tools that have been
emploved successfully to keep the audience attention directed into the
future. In order of ascending significance, these Big Four are:

Telegraphing. This is also known as pointing or advertising. It consists
of telling the audience explicitly what would happen in the future of the
narrative. A verbal example could be one character saying to another
“Meet me at Jerry’s Juiceteria at five o’clock” (this is an example of an
appeintment, one form of telegraphing). A visual example of telegraph-
ing would be a character preparing his motorcycle for a ride. Bgth sug-
gest the direction the story is going. Bath help solve one of cinema’s
chellenges—its selectivity—what is seen on screen is only a small part of
the action. If the andience is told someone is going to meet someone
else at a juice bar, we can cut to the juice bar without confusing the
audience or providing exposition in the scene explaining to the audi-
ence why we're suddenly there.

This tool can also be used as “false” telegraphing—telling the audi-
ence where the story is going and then paying it off in the reverse. A
character who makes arrangements to see a Broadway show with his
mother but instead gets kidnapped 1s an example of this, yielding a sur-
prise twist. The surprise twist has been a staple of cinema from its first
decades, and such twists only work if the audience is made to anticipate
something. A character getting kidnapped in the opening shot of a
movie can never be a surprise twist, because no expectation has yet been
created.

Ancther type of telegraphing is known as a deadlive or ticking clock.
An example of this would be one character telling another: “You hav.e
till midnight Friday to bring the Duke back.” It not only tells the audi-
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ence where the story is going, but it can also put a character under time
pressure, which intensifies the audience’s emotional involvement.

Although telegraphing is used mostly as part of the support system
of the narrative flow of a story, it has been used in a more profound
way. In American Beauty (1999), just after the opening titles, Lester
Burnham announces in a voice-over narration, “In a vear I'tl be dead.”
This (literal) deadline instantly creates anticipation and gives shape to
the story. Much later in the picture, Lester informs the audience, “In a
week ['ll be dead,” and later still, “Today is the last day of my life.” I
suspect that without these three critical lines of dialogue, audience en-
gagement would be jeopardized, for the film has little else to propel au-
dience attention inte the future.

Dangling Cause. This tool carries more emotional freight than tele-
graphing. In the first decade of the twentieth century, Hollywood films
came to be dominated by & narrative model consisting of a series of
events linked by cause and effect. A man asks a woman to marry him
(cause), and she accepts or rejects him (effect). With the evolution of
longer films in the 1910s came the development of the “dangling
cause”—a cause that would not have its effect until later—it would, in
effect, “dangle” in the audience’s mind while other events intruded. For
instance, a man vows to ask a woman to marry him, but does not do so
until the next scene or until several scenes later, In this case, the vow is
an example of a dangling cause.

In general, 2 dangling cause is an expression of intent, a warning, a
threat, an expression of hope or fear, or a prediction, which places a
question in the audience’s mind for which no immediate answer is pro-
vided. It thrusts audience attention into the future by arousing curios-
ity. Early in One Flew Over the Cuckoo’s Nest (19755 see Chapter 9),
McMurphy makes a bet with the other patients about Nurse Ratched,
namely that he can “put a bug so far up her ass she won’t know whether
to shit or wind a wrist watch.” This type of dangling cause is known as
a dialogie hook, for it provides a transition into the following scene,
which finds McMurply slouching in a chair across from Nurse Ratched,
presumably ready to make good on his bet. The question arises—can
he do what he’s said he’ll do?

A dangling cause more commonly is not picked up immediately after
it is established. In Lawrence of Arabia (1962; see Chapter 7), before em-
barking on an expedition into the desert, Lawrence declares, “It’s going
to be fun,” while his friend Dryden warns him the desert is a “hot, fiery
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furnace,” suitable only for gods and Bedouin—and Lawrence is neither.
During the course of the epic, this dangling cause is revisited several
times, as Lawrence proves at various junctures to be both god and
Bedouin—and ultimately dwells on the question: “Who are you?”

Dramatic Irony. Also known as omniscient narration, thisis a too! often
overlooked by aspiring screenwrriters, who tend to believe that the char-
acters in a screenplay need to know everything at the same time that the
audience does. Dramatic irony occurs when the audience knows more
thar one ot several of the characters onscreen, a condition which pushes
audience attention into the future because it creates anticipation about
what is going to happen when the truth comes out. That anticipation is
known as #ronic fension, and it is bracketed by a scene of revelation (the
moment the audience is given information of which a character is un-
aware) and recogrition {the moment the character discovers what the
audience has already known, which serves to resolve the ironic tension).
Dramatic irony comes in two flavors—suspense, which can be used to
inspire fear in the audience, and comic, in which a misunderstanding is
“milked” to produce laughter.

When the audience learns that two co-workers who dislike each
other are unaware that they are writing love letters to each other in The
Shop Around the Corner (1940; remade as Yoi've Gof Mail [1998]—see
Chapter 3} the question naturally arises—what will the outcome be
when the two realize the truth? Dramatic irony has the additional ad-
vantage of enriching the scene by giving double meaning to the most
mundane lines of dialogue. ¥n There’s Sometiting Abowt Mary (1998),
Ted thinks he’s been arrested for picking up a hitchhiker while the audi-
ence knows he’s being questioned by police about a murder, otherwise
innocuous lines he delivers such as “T’ve done it several times before,”
and “It’s no big deal,” generate laughter.

Skillful storytellers employ hierarchies of knowledge in the use of
dramnatic irony, between not only, the audience 2nd the characters but
between the characters themselves. In North by Northwest (1959; see
Chapter 6}, Roger Thornhill meets Eve Kendall on the train and she
proves to be almost angelic in the way she helps him evade the police.
Later the audience learns that she’s actually working for the people try-
ing to kill him (first scene of revelation}. During the following scenes
between Eve and Roger, ironic tension comes into play as we fear the
danger he does not see. This ironic tension is so powerful it allowed
director Alfred Hitchcock to draw out the subsequent crop-duster scene
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for more than five minutes with no onscreen activity other than a man
waiting for someone near a cornfield. In the scene afterward at the Am-
bassador East hotel, Roger realizes Eve is working against him, a scene
of recognition that resolves the previous ironic tension. But since Roger
does not tell her that he knows, a new hierarchy of knowledge is cre-
ated—now he is aware of something she does not know. This layer of
ironic tension is resolved in the following scene, when Roger confronts
Eve and Vandemm at the auction house, the final scene of recognition
in the relationship between the two,

Dramatic irony is a more powerful tool than telegraphing or dan-
gling causes, and can sometimes sustain a feature-length film ail by it-
self, though almost usually in the comic rather than the suspense
variety. The Graduate (1967—see Chapter 8), Top Hat (1935), Harvey
(1950), and Being There {1979), in addition to The Shop Around the Cor-
ner/You've Got Mail are comedies that use dramatic irony in large mea-
sure to sustain audience engagement.

Dramatic Tension. This tool is the most powerful of the Big Four, in
that it can be, and has been, the most common ene used to sustain au-
dience emotional involvement in full-length dramatic works for thou-
sands of years, and its use is the primary subject of most books on
screenwriting and playwriting. Frank Daniel described it simply yet ele-
gantly: “Somebody wants something badly and is having difficulty get-
ting it.””* In fact, Daniel articulated two kinds of dramatic stories: chases
and escapes, but these are two versions of the same thing; either some-
one wants something and is having trouble getting it, or is trying to
escape something and having trouble doing so.

The notion of dividing screenplays into large segments called “acts”
has been discussed previously, and becomes germane when undertaking
a study of dramatic tension. This book will explore the notion of eight
sequences, but these sequences work within the context of larger seg-
ments of a full-length film, and for my purposes three acts are most
suitable for articulating and executing dramatic tension. This is because
when a character wants something, a question is implied: will the char-
acter get it or not? This is known as the dramatic question, and 2 ques-
tion of necessity has three parts: the posing of the question, the
deliberation on it, and the answer to it. A question need not have any

5. David Howard and Edward Mabley, The Tools of Screenwriting (New York,
NY: 5t. Martin’s Press, 1996), p. xii.
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more parts to it, and s not complete with any less, So, the first act poses
the question: will so-and-so get what he or she wants? The second act
sees the plaving out of the question, its “deliberation,” as the character
works against difficulties to get it, and the third act provides the answer,
Dramatic tension thus thrusts audience attention into the future with
the expectation of the answer to the question,

Understanding dramatic tension in three parts is useful also because
it is echoed in the smaller subdivisions of a dramatic work—successfully
realized sequences and scenes likewise have dramatic tension, and thus
each has a “three act structure™: character wanting something, an obsta-
cle, tension resulting from the coaflici between the two, and a resolu-
tion, leading to a new tension. At the end of the first act in Double
Indemmity (1944; see Chapter 4), Neff decides to help Phyllis kill her
husband for the money and so he can be with her. This poses the dra-
matic question: will he succeed? The sequence immediately following
raises a different dramatic question: can they set up the murder without
being discovered? There are a series of obstacles to this end. Within each
scene during the setup, there are smaller obstacles, and thus smaller
units of dramatic tensicn: can they get Mr. Dietrichson to sign the con-
tract? Can Walter get off the phone before he arouses Keyes’s suspicion?
Any time there is dramatic tension, there are three parts: it must be set
up {question posed); it must be played out (question deliberated), and
it must be resolved (question answered). in film, the “three act struc-
ture” is something tike a fractal in geometry: a nested structure, iterated
at three different levels.

Understanding dramatic tension in three basic parts has one last
rajor advantage: it comes to grips with Aristotle’s notion of a
“whole”—what it is that makes a film feel like one film and not, sav,
eighty separate scenes, or 120 individual minutes of filmic experience.
When working with dramatic tension as the primary tool in engaging
audience attention, the answer is the dramaztic question and the tension
1t creates, knovn as the main tenséin, to distinguish it from the various
smaller tensions arising in scenes and seguences. The main tension is
what makes a2 movie {eel like one movie; it’s what unifies it; it's what
elevates a film above the sum of its parts (providing “organic unity” in
Aristotelean terms); it’s what we use when we describe what it is about.
“A man falsely accused of murder and hunted by the police and enemy
agents must try to clear his name” describes whai North by Northwest is
about, and it is nothing more than a recitation of the main tension, with
the implied question: will he succeed? Likewise with Saving Private Ryan
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(1998)—"“A man is ordered to lead a squad of soldiers behind enemy
lines to find an American soldier and bring him back alive,” or with
Nights of Cabiria {1957)—"“A lower-class hooker wants love and re-
spectability.”

As will be seen in the analyses that follow, the overwhelming pattern
in successful feature films is that the first act occupies the first 25% of a
film, the second act occupies the middle and runs 50% of the film, and
the third act runs the last 25%. [t is also worth noting that the main
tension is not resolved at the end of the picture; in most cases, it is re-
solved at the end of the second act; in fact, the resolution of the main
tension is what characterizes the end of the second act, and in the third
act, 2 new dramatic tension almost invariably asserts itself. To use the
above three examples, in North by Northwest, the tension surrounding
Roger trying to clear his name is resolved 77% of the way info the
maovie; the third act revolves around the question of saving Eve, In Sav-
ing Private Ryan, Captain Miller decides to abandon his mission 70% of
the way into the movie; the third-act tension involves defending the
bridge from the Germans; in Nights of Cabiria, Cabiria gets her love and
respectability when the man of her dreams proposes ta her 82% of the
way into the movie; the third-act tension revolves around her impend-
ing marriage and its consequences.

Like dangling causes, dramatic tension plays on an audience’s curios-
ity, but unlike dangling causes, it requires an emotional connection be-
tween the audience and a character—the protagonist—in order to
achieve its effect. It is the function of the first act, or in Thompson’s
terms the “setup,” or David Bordwell’s the “introduction of setting and
characters” and “‘explanation of a state of affairs,” to introduce the pro-
tagonist—the maijn character—and create an emotional bond between
him or her and the audience. Once this bond is established, the audi-
ence will have an emotional stake that goes far beyond mere curiosity
and ¢an sustain audience involvement for the length of the feature fiim.

These, then, are the four basic tools of the storyteller. Other tools
extist that can help enrich the experience of a script or movie, and I will
discuss these during the analyses. These four are presented here because
they are the ones crucial in achieving the most basic task of the screen-
writer—keeping the audience wondering what is geing to happen
next—and thus play the most basic role in how a screenplay “works.”

How Sequences Work

Sequences help solve one of the basic problems in all dramatic writing:
the fact that a drama is a contrivance, but that it will not work if it seewms
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like a contrivance. The action in drama unfolds before the audiencle’s
eyes, and the extent to which it seems spontaneous—the e).(ten.t to.whlch
it seems that anything might happen—is the extent to which it will per-
suade an audience that whatever outcome that eventually transpires is
inevitable and therefore satisfying. In this vein, coincidences that hurt a
protagonist tend to work in drama, and are viewed suspiciousty if they
help.

Sequences, by posing a series of dramatic questions within the overall
dramatic tension, offer an opportunity to give the audience a glimpse
of a great many possible outcomes to the picture before the actual reso-
lution. Screenwriters are sometimes counseled to keep in mind that the
characters do not know what the movie is about—in order to create
compelling drama, it must seem as though the movie is what happens
despite what the characters want or expect. Concelving a story in se-
quences is a means of achieving this. For example, a writer may invent
a story in which, in the setup, a married man becomes obsessed with a
woman and decides he's willing to risk everything to have her. Instead
of the writer posing the question “how do I make the pursuit of this
woman fill up sixty or ninety minutes of screen time?” it is rauch more
fruitful for him or her to ask “‘what is the quickest and easiest way for
this character to get the girl?” Human nature being what it is, chances
are the man will do the easiest thing first, and only if that fails will he
try a more difficult course of action. The “easiest thing” may only take
fifteen minutes of screen time. In developing a story, a writer needs to
have the courage to let the second act end after only fifteen pages, if the
protagonist is able to achieve his objective in that amount of screen
time. It is then easy enough to brainstorm and come up with develop-
ments that foil this outcore.

After the first thirty-five minutes of Being John Malkovich (1999; sce
Chapter 11), Craig has figured out how to get Maxine, the woman of
his dreams: he’s planning to work nights alone with her in the “Malko-
vich portal” business, and a positive.cutcome to his quest for her seems
readily at hand. Yet fifteen minutes of screen time later his wife has de-
cided she’s a transsexual and is in love with Maxine. The next three se-
quences detail his rejection by Maxine in favor of his wife, his successful
abduction of his wife (which then becomes threatened by Malkovich
himself), and finally his success in “getting” Maxine by figuring out
how to control Malkovich. The means by which he finally achieves her
love is hardly something he could have conceived of after first going
into business with her, but carefully worked out circumstances have, in
the end, forced him to push himself to the limit.
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ENWRITING

Over the course of a typical two-hour movie, the eight-sequence
structure works out as follows. This is, of course, a paradigm—an ideal
layout—and variations have been done, very effectively. But it will serve
as a starting point.

Sequence A

The first fifteen minutes of a picture answer the questions of who, what,
when, where, and under what conditions the picture will take place—
the exposition. Before such exposition, though, it is crucial to “hook”
the audience and get them interested in watching further. The most
common technique for achieving this in the first sequence is through
the use of curiosity. Most successful movies begin by posing a puzzle to
the audience, raising questions in their minds, and promising an an-
swer. Chinatown (1974) opens with a puzzling series of photographs
showing a couple having sex, accompanied by offscreen groaning, Sun-
set Boulevard (1950) starts with the frantic arrival of police cars, whose
officers quickly converge on a man lying face down in a swimming pool.

Once curiosity is used to draw an audience in io the picture, there
will be a chance to supply exposition—background material—answering
the crucial questions so that the story proper can begin.

Almost always, but not invariably, the audience is introduced to the
main character, or protagonist, in the first sequence, and is given a
glimpse of the flow of life of the protagonist before the story itself be-
gins—in medias res. An effective first sequence can give us a sense of
what the protagonisi’s life would have been like if the events that lead
to story hadn’t interfered. In fact, the stronger the sense of flow of life
at the beginning of the picture, the bigger the impact of the destabilizing
events that intrude to make the story happen. North by Northwest is
exemplary of this in the extert to which the storytellers cram a full eve-
ning and day’s worth of appeintments for the protagonist, Roger
Thornhill, in the opening four minutes; having thus given us a glimpse
of the flow of his life, none of these appointments is ever actually real-
ized.

Usually by the end of the first sequence, there arises a moment in the
picture called the poinr of attack, or inciting incident. This is the first
intrusion of instability on the initial flow of life, forcing the protagonist
to respond in some way. For Roger Thornhill, it is his abduction; for
Jake Gittes in Chinatows, it is his realization that he’s been duped.
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Sequence B

The second fifteen minutes of a film, ending approximately 25% of the
way into a typical two-hour picture, tend almest invariably to focus on
sefting up the main tension, of posing the dramatic question that will
shape the rest of the picture. As such, the end of the second sequence
tends to mark the end of the first act.

Most commonly, the protagonist introduced in the first sequence
spends the second sequence attempting to grapple with the destabilizing
element introduced into his or her life during the first fifteen minutes
of the picture. The character may have every expectation that the prob-
lem will be solved and the story finished, but life itself has other plans.
Whatever solutions the protagonist attempts during the second se-
quence lead only to a bigger problem, or predicament, marking the end
of the first act and setting up the main tension, which occupies the sec-
ond. In the Chingtown example, Gittes tries to get to the bottom of who
hired him and why, and winds up being hired by the real Mrs, Mulwray
after her husband turns up dead.

Sequence C

The third fifteen-minute sequence of a picture allows the protagonist a
first attempt at solving the preblem posed at the end of the Arst act. As
mentioned previeusly, people being what they are, characters tend to
choose the easiest solution to the problem, hoping it will be resolved
immediately. The character may indeed solve an immediate problem in
the third sequence (as in any of the sequences), but the resolution of
cne prablem can lead to much bigger and deeper problems. In Midmight
Ran (1988), JTack Walsh, unable to bring his prisoner from New York to
California by plane, opts for a train zide. This is soon thwarted by a
rival, and he winds up instead taking a bus, which in turn is attacked
by the mob and the FBI, forcing him to borrow a car, The choices of
transportation are progressively less desirable, reflecting Jack’s increas-
ing difficulty.

Sequence D ‘

The fourth fifteen-minute sequence finds the first attempt at resolution
failing, and sees the protagonist try one or more desperate measures to
return his or her life fo stability.
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The end of the fourth sequerntce very often leads to the First Culmina-
tron or Midpoint Culmination of a film. This may be a revelation or
some reversal of fortune that makes the protagonist’s task more diffi-
cult. Successfully realized scripts at this juncture often give the audience
a very clear glimpse of an answer to the dramatic question—the hope
that the protagonist will actually succeed at resolving his or her prob-
lem-—only to see circumstances turn the story the other way. In this
sense, the first culmination may be a glimpse at the actual vesolution of
the picture, or its mitror opposite.

Midway through Toofsie (1982}, Michael Dorsey reaches & pinnacle
of career success, but he is living a lie and doesn’t have a romantic rela-
tionship with Julie; in the resolution at the end of the picture, his situa-
tion is the mirror opposite: he has lost his career but is no longer living
a lie, and has a tentative romantic relationship with Julie.

Sequence E

During the next fifleen or so minutes, the protagonist works on what-
ever new complication arose in at the first culmination. Again, success-
fully realized scripts can give a glimpse of apparent success or failure,
though usually not as profound as at the first culmination. Sometimes
this is a place in the story in which new characters are introduced and
new opportunities present themselves. This, and Sequence F, are some-
times occupied primarily by subplots, if there are any.

In some pictures, the experience of the first culmination may be so
profound as to provide a complete reversal of the protagonist’s objec-
tive. During the first half of the second act of Sunset Boulevard, Gillis
works on Norma’s script with the aim of escaping her despite her efforts
to keep him; after she attempts suicide at the midpoint, he spends the
second half of the second act trying to stay with Norma despite Betty’s
efforts to pull him away.

As with the other sequences, the resolution of the tension in this se-
quence does not resolve the main tension (i.e., solve the protagonist’s
problem), it merely creates new complications, usually more difficult
with stakes that are higher still.

Sequence F

During this, the last sequence of the second act, the character, having
eliminated all the easy potential solutions and finding the going most
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difficult, works at last toward a resolution of the main tension, and the
dramatic question is answered. The end of the sixth sequence thus
marks the end of the second act, also known as the Second Culmination.
As such, it gives the audience yet another glimpse of a possible outcome
of the picture.

The Second Culmination, like the first, can be a glimpse of the actual
resoluticn of the picture, or, more typically, its mirror opposite. In Sun-
set Boulevard, Gillis and Betty kiss, marking the high point of their rela-
tionship, which is the mirror opposite of the resolution, when he loses
everything and winds up face down in the swimming pool. In Midnight
Run, Jack is under arrest and has lost John Mardukas to his rival, the
mirror opposite of the reselution, when he makes it to L A, in time and
winds up a free man with $300,000.

It is a common misconception that the end of the second zct needs
to be a “low point” in the story. [n studying many films, [ have not
found this to be the case; only three films in this volume—Toy Story,
Lawrerice of Arabia, and The Graduate—could be said to follow this pat-
tern. In developing a story, I have found it to be far more useful for the
writer to conceive of this moment in the story in relationship to the
main tension in some profound way—either by completely resolving it
or by reframing it significantly. Seeing it as 2 “low point” cuts off a
writer from a great many story possibilities.

Sequence G

As with the resolutions of tension in sequences A through E, the appar-
ent or actual resolution of the main tension in the sequence F is not the
final word. Unexpected consequences of that reselution can come forth,
and other story lines and dangling causes previously established bring
forth new and even more difficult problems, sometimes forcing the
character to work against his or her previous objectives. In effect, the
story 1s sometimes turned upside down and we glimpse it from a very
new angle. The seventh sequence is often characterized by still higher
stakes and a more frenzied pace, and its resolution is often characterized
by a major twist. In Bullets Over Broadway (1994), Devid’s play is a suec-
cess—solving the main tension——and ke turns to deal with one of the
unexpected consequences—Cheech’s obsession with Olive, which re-
sults in her murder. In The Apartmient (1960), Baxter, having achieved
Success in the corporate world, abandens that ambition and decides to
pursue Kubelik, only to have this thwarted by his boss.
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Sequence H

The eighth and final sequence almost invariably contains the resolution
of a picture—the point at last where, for better or for worse, the insta-
bility created in the point of attack is settled. Having been given a
glimpse of the resolution at the First and Second Culminations and to
a lesser extent at the end of each sequence, tension is at last fully and
compietely resolved. Depending on the picture, the guy winds up with
the girl (Tootsie) or is doomed never to get her (Chinatown).

Sequence H also almost invariably contains an epilogue or coda, a
brief scene or series of scenes tying up any loose ends, closing off any
remaining dangling causes or subplots, and generally giving the audi-
ence a chance to catch its breath and come down emotionally from the
intensity of their experience.

A note on the analyses

It's easy to tell when a film begins and ends; it’s harder to judge when,
exactly, an act begins and ends, particularly the end of the second act.
A further subdivision into more than three parts can naturally lead to
some disagreement as to where, exactly, one subdivision ends and an-
other begins, even with a precise notion of what defines these subdivi-
sions. In some movies, the sequence structure as defined in this volume
is readily apparent; these include films that involve journeys (Lawresice
of Arabia and Fellowship of the Ring among those analyzed herein) and
those with few if any subplots. Films with subplots {in this volume The
Shop Around the Corner and Being John Malkovich) tend to be more
open to interpretation, but the patterns remain. 1 invite the reader to
do their own analyses and compare notes.

A further challenge to this type of analysis is in the variance between
classical scripts that were written explicitly by sequence (in this volume,
these include The Shop Around the Corner and Double Indemnity) and
my own analysis. Based on my examination of screenplays written from
the 1930s through 1950s, it seems that sequences by this time had a
variety of definitions, sometimes corresponding to length, sometimes
subject matter, and sometimes location. A comparison between how the
sequences were divided in the written screenplays of these two films,
and my own analysis, is provided in the appropriate chapters. Further,
it is important to bear in mind that, with the exception of The Shop
Around the Corner, Double Indemnity, and Air Force One, the films ana-
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lyzed in this volume were not written consciously in sequences. My
analyses seek to uncover the sequence structure that exists in these films
nonetheless.

In my experience as a writer and teacher, shared with colleagues at
Chapman University and the University of Southern Califarnia, the se-
quence approach can be very valuable as a teol for students to develop
their screenplays. The charts included in this volume contain exact tim-
ings and percentages, which can lend a sense that the technique is more
precise than it is. The inclusion of the minute/second timings and per-
centages is intended as a basis for compariscn of patterns across a range
of films, and is not intended to give the impression that a writer needs
to adhere so precisely to these patterns in the development of his or her
screenplays.

With the exception of Toey Siory, the films are presented in this vol-
ume 1n chronological order. The films were chosen because they repre-
sent a variety of storytelling styles, patterns, and subjeci matter.



Toy Story: Firing on All Eight

Arnving in theaters in late 1995, Toy Siory was acclaimed as a break-
throu.gh for its use of computer-generated animation, and proved to be
a major commercial success. But its success was not due solely to the
technology behind it. The simple fact is that the script for Toy Story is
one of the better ones written during the last century. In fact, if the
script hadn’t been so good, most likely the computer-generated g;aphics
would not have been noticed.

The film is a good starting point for screenplay analysis for several
reasons: one, being an animated piece, there are fewer layers between
the conception on the page and the execution on the screen. The art
director didn’t arrive at the scripted location only to discover that it
wasn't right for the scene; the problems of weather didn’t intrude, and
as parf)died during the end titles in Toy Story 2, there were no a,ctors
throwu'lg tantrums and insisting on making changes in the script. What
was written was what wound up on screen, and the film greatly bene-
fited from the fact.

. The film is also a good starting point because it so profoundly real-
izes the three-act, eight-sequence paradigm, even though, like most
screenplays written since the 1950s, the sequences are not marked in
the script. It also very explicitly utilizes the Big Four tools to achieve its
considerable impact, and is strong in the areas of character and theme,

Sequence A: The Unwanted Present

The opening' sequence, which runs thirteen and a half minutes, begins
with a pre-title sequence that is not part of Sequence A proper, but
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rather serves more as a prologue that establishes the mundane aspects
of the reality of the world in which the story will take place.

Almost all movies open with either an exterior long shot or, more
rarely, an interior close-up. The reason for this is the need of the audi-
ence to become oriented—an exterior immediately helps give a sense of
where the story will teke place. An interior close-up answers the same
need-—the focus begins on one specific object, then works outward until
we are otiented. In contrast, use of an interior medium shot as an open-
ing 1s comparatively rare, and can even lend a sense that the projection-
ist started with the wrong reel.

Toy Story opens with an interior —but it appears to be an exterior—a
blue sky with puffy white clouds, which is soon revealed to be the wall-
paper in Andy’s room. The use of curiosity now comes into play—we
arrive in the middle or end of an imaginary game, utilizing the various
toys. Dramatic tension is present within the game—Mr. Potato Head is
holding some other toys hostage—Dbut it’s 10t engaging on the dramatic
level because we do not know any of the characters involved. The cpen-
ing is engaging because it poses a puzzle—where, exactly, are wet Who
is playing this game? Why? Many unsuccess(ul scripts begin by trying to
start the story immediately, with expository dialogue and conflict. As
discussed in Chapter 1, most successful ones, in contrast, hook the audi-
ence initially by tapping into its natural curiosity, then starting the story
once curiosity is aroused.

Soon after the puzzle of the opening play-scene, the titles begin along
with theme music, and Woody's role as Andy’s favorite toy is shown,
not only in the game Andy plays but also in the subsequent jaunt they
take through the house. This activity solves the puzzle of who was play-
ing the game, and where was it taking place, pased by the opening shots.

When Andy brings Woody downstairs, the first use of telegraphing
is seen: a banner reading “Happy Birthday Andy,” and dialogue about
an impending move, creats a deadline, Thus six minutes into the film,
and four pages into the shooting script, the audience's attention is
shified from sclving a puzzle o articipation of the future.

The end of the titles—with Woedy lying on Andy’s bed—marks the
beginning of the movie propes. Having been given a glimpse of a mun-
dane, ordinary world, the magi¢ begins, when Woody stirs on the bed
and immediately voices concern about the birthday party. Here, again,
curiosity comes into play rather than dramatic tension—we quickly
learn the birthday party means trouble, though we're not told why.
Once the puzzle is posed—why is 2 birthday a problem?—we get the
first real exposition of the movie, during Woody’s speech before the
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“staff meeting,” revealing that every vear, Christmas and birthdays are
a traumatic experience for toys, who fear they will be replaced by some
new plaything. Woody’s speech also contains telegraphing—-he reminds
the toys they have one week till the move—and marks the first use of a
dangling cause—his assurances that no one will be replaced is an emo-
tion-laden prediction about the future.

The continuing turmoil among the toys, despite Woody's attempts
to assuage their fears, leads directly to what can be regarded 2s the end
of the “first act” of the sequence—Woody agreeing to call out the troops
if that will calm everyone down. By this time it has become clear Woody
is the protagonist of the sequence (he is the one with whom we spend
the most time; he is the also the one who recognizes a problem and
takes the action of calling a meeting)—and his desire is made clear-he
wants to calm down the toys. This thread of dramatic tension, begin-
ning five minutes after the titles, flows through the rest of the sequence
and carries with it the implicit dramatic question: will Woedy succeed
in calming them down?

Exposition

At the dawn of drama in Ancient Greece, exposition—the informa-
tion the audience needs to know about the characters and circum-
stances in order to become emotionally involvad in the play—was
handled by a character named “Prologue’” who weuld appear on-
stage and simply deliver this information. Since then, writers have
become more adept at smuggling such information in without the
audience knowing about it. The two chief means by which screen-
writers handle this nowadays are through a scene of conflict—"“ex-
position as ammunition’"—and by posing a puzzle to the audience
and then having a character solve the puzzle with information. The
storytellers here in Toy Story employ both: when Woody tells Slink
that there's trouble without saying why, it poses a puzzle; when he
explains it, it's couched in an argument—he reassures the toys that
no one will be replaced, in the process delivering information that
this happens every birthday and Christmas.

As long as the dislogue delivering the expesition has a subtext,
i.e., an underlying action (for example, attack, defend, persuade, se-
duce, reassure) the audience won't notice that it's getting exposi-
tion. The only subtext to aveid is explain—it's too neutral and will

probably yield a dull scene. And worst of all, the audience probably
wilf notice.
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This dramatic question is unrelated to the main tension of the film,
and does not carry with it high stakes or extremes of action or em?tion,
but it does provide a crucial thread that binds the first thirteen minutes
of the film together. It is the wellspring of conflict during the staff-m_ee‘[-
ing scene, it justifies the action of calling out the troops, and it provides
conflict in the scene after Woody is knocked off the bed. Further, t]?e
arguments Woody uses to calm the toys—the assurance that no one will
be replaced, and that what is important is what Andy wants, not what
the toys want—Dbecome central to the main tension of the film an_d
Woody’s predicament therein, and likewise provide the framework in
which the theme of the picture—love, and attempts to will it—Is ex-
plored. . _

When the troops are called out, the dramatic tension shifts slightly,
centering on the objective of the troops—to spy on the party down
below—and the obstacle—the troops must not be discovered. This ob-
stacle, dramatized well when the soldiers are caught in the open at the
entrance to the kitchen and have to freeze—provides crucial exposition
into the way the world works—namely, toys have a secret life unknown
to adults and only pretend te be inanimate objects. This rule imbues
the entire film with a layer of ironic tension—the audience is let in on
the secret—and plays a crucial role in the third act of the film when it
is broken.

The troops’ mission is an apparent success until Mom pulls out a
surprise present, which leads to consternation among the toys listening
upstairs in the bedroom, where a new obstacle arises from an old one—
because of the toys® anxdety, Rex, the most neurotic, knocks the two-
way radio off the nightstand, interrupting the flow of information frorp
the troops. This leads to a brief interlude of ironic tensicn—the audi-
ence is shown that Andy and his friends are heading upstairs, but the
toys, whom we know by now must pretend to be inanimate when hu-
mans are around—are unawarte of this.

This ironic tension is resolved when the foys tune in again just in
time to find out the boys are on their way upstairs, inspiring a frenzied
atternpt by everyone to take his place. Andy and his {riends enter the
room and deposit the mysterious new toy on the bed, then exit quickly,
bringing the sequence to an end.

The tension in the sequence—will Woody be able to calm down the
toys?—is resolved to the positive when the last toy 1s anncunced tq be
a Battleship game—an evidently innocuous present. The toys are in a
relaxed, celebratory mood, and Woody is their triumphant leader.
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When Mom springs the surprise present, this mood is reversed and
leads abruptly to the end of the sequence. The dramatic question is fi-
nally rendered moot when the party is over and a mystery toy takes
Woody’s place on top of the bed.

The first sequence of Toy Story is a tour-de-force of screenwriting,
and not just because of its more obvious merits—its clever dialogue and
interesting, engaging characters. The reject pile in Hollywood is replete
with broken scripts heavy on clever dialogue and interesting characters,
What makes Toy Story special is the way it so masterfully uses the Big
Four tools of screenwriting to engage the audience from its opening
moments. Crucial exposition—the nature and rules of the world in
which the story will take place, the principal characters and their rela-
tionships and routines—is skillfully smuggled into the film while the
audience is enthralled by the concerns, aspirations, and reversals of the
characters onscreen,

The opening sequence also demonstrates effective use of preparation,
in one of its variants, retardation (see text box).

An example of preparation by contrast in the opening sequernce is

the celebration that occurs among the toys when the last of the presents

Preparation

An important tool that can greatly enrich an audience’'s experience
of a film, a scene of preparation is one which is explicitly designed
to create an expectation in the audience—usually hope or fear—
which is then paid off either directly (we ars led to expect something
terrible will happen, and it does) or by contrast (we are led to expect
something terrible will happen, but something wonderfu! does, or
vice versa—the classic “'reversal”’). These are scenes that can usu-
ally be cut out of a film entirely without affecting the plot, but they
greatly enhance the emotional impact of a film. Retardation, an ex-
ample of which Is the “‘dramatic pause™ in an actor's speech, is a
form of preparation in which some promised event—the arrival of
a character, for example, or the revelation of some information—is
presented to the audience, which is then made to wait for it, the
effect being the buitdup of anticipation. Captain Spaulding’s en-
trance in the Marx Brothers film Animal Crackers is a gocd example
of retardation—Captain Spaulding’s imminent arrival is the subject
of excited discussion and two elaborate scngs before he shows up.
In this case, the preparation is paid off in reverse—as soon as he
arrives, he announces he’s leaving.
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has been opened, and the present-opening ritual has apparently ended
with none of the toys threatened with replacement. As soom as our
hopes are raised in this way, Andy’s Mom brings on the surprise pres-
ent, and fear takes the place of hope.

The effective use of retardation is demonstrated immediately after-
ward. More than twoe minutes elapse between the revelation that Mom
has a surprise gift and our first glimpse of Buzz on top of the bed. Pur~
ing this interval there transpires much frantic activity, constgrnatlon,
and trepidation among Andy’s toys, and clever shot selection th.at
thwarts the audience’s ability to determine just what this new toy is.
This footage could easily be cut cut—the audience and toys could be
told immediately the fact that the last 1oy is « Buzz Lightyear, and the
plot would have remained intact. In fact, Buzz could have ?Jeen the first
toy opened, saving several more minutes of screen time without affect!—
ing the plot at all, But by teasing the audience thus, the effect of Buzz’s
arrival is greatly magnified, ' _

As mentioned previously, one of the most common misconceptions
of novice screenwriters is the belief that the audience and characters
must know everything all the time as scon as it is knowable; in fact, a
skillful screenwriter knows what information to withhold, when to
withhold it, and when to reveal it for maximum impact. Such knowl-
edge comes only with practice, experiment, and experience, and. whep
developing a screenplay, it is worth experimenting with the story in this
regard.

The first sequence also features clever use of morifs (see text box,
page 45). These are props or Lines of dialogue or even patterns of behav-
ior that are introduced (plonted)—usually surreptitiously—by the
writer, which are brought up later in a different context {paid ojj‘)_. In
the opening sequence, motifs that are planied include Woody’s ha,blt cf
playing checkers with Shink, Sketch’s skill at drawing, Potato Head 5 (jf:-
sire for a Mrs. Potato Head, and Rex’s desire to develop a frightening
roar. All are paid off in various ways in the sequences that follow, and
the ease with which they are embroidered into the script is a testimony
to the extent te which it was worked and reworked by knowledgezble
craftsmen.

Sequence B: Falling With Style

The second sequence is a short one, running six minutes length, and
is also unified by dramatic tension—Woody's assertion of his superior
position over Buzz, an issue that did not exist before.
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After the boys” hurried departure, the toys emerge from hiding, look-
ing up at the bed in awe. Woody peeks out from beneath the bed, and
the toys suggest that Woody has himself been replaced (something
which literally occurred when he was knocked off his place on the bed).
Woody makes his way up to the bed and introduces himself to Buzz.

The arrival of Buzz constitutes the point of attack of the picture. The
stable world of the opening sequence has had a new, potentially destabi-
lizing element introduced to it. It is not yet clear what the movie as a
whole 1s about, but Buzz’s arrival is clearly something with which the
characters must contend before “normality,” or stability, can be re-
gained.

Two and a half minutes into the second sequence, Woody tells Buzz
that there has been a mistake—the spot on the bed just occcupied by
Buzz is his own spot, a moment which constitutes the end of the “first
act” of the sequence-—Woody is again the protagonist of the sequence,
and his objective is to disarm the threat Buzz apparently poses to his
place at the top of the heap of toys. During the rest of the sequence, he
attempts to accomplish this by simple argument, then, when the other
toys become increasingly impressed by Buzz's considerable technologi-
cal attributes, by verbal harangues against the new arrival, culminating
in Woody’s derisive claim that Buzz can’t fly—followed by Buzz’s suc-
cessful “flight” around the room.

Buzz's flight (which plants a significant motif), and Bo Peep’s subse-
quent statement, “I've found my moving buddy,” bring about the reso-
lution of the tension of the second sequence—to the negative. Woody’s
attempts to defend his position as the most esteemed toy have failed.
The sequence ends with Woody making a declaration that is a classic
example of a dangling cause known as a dialogue hook: “You'll see. In
a few days, everything will be the same. I'mm still Andy’s favorite toy.”
This declaration marks the end of the first act of the picture, and not
insignificantly is delivered in a close-up of the protagonist, something
not uncommon at the end of the first act.

All the necessary pleces of the dramatic predicarment are present: we
know whose story it is {Woody); we know what he wants (to regain his
place as Andy’s favorite toy), and we know what the cbstacle will be
(Buzz). The dramatic guestion has been: posed: “Will Woody regain his
spot as Andy’s favorite toy?” and the main tension of the film is thus
initiated. The audience’s hopes and fears will be tied up to Woody’s
hopes and fears about obtaining his objective.

When discussing the three-act structure in films, it is worth noting
that no curtains mark the ends of the acts, as can be the case in theater.

Toy Story: Firing on All Eight o7

However, some films do have curtains, and Toy Stery is one of them: the
musical montage, which follows (and in fact refutes) Woody's declara-
tion that he is still Andy’s favorite toy. This musical montage pays off
several motifs planted in the opening sequence: Sketch’s drawing ability,
Rex’s desire to make a more persuasive roar, Woody’s checkers games
with Slink. All of these payoffs attack Woody's standing among the toys,
either directly or indirectly.

Sequence C: Buzz Takes A Hit

Like Sequence B, the third sequence is fairly short, running just under
nine minutes, including the musical montage, which serves as part of
the “Frst act” of the sequence——giving the audience information needed
to setup the dramatic tension of the sequence, the information in this
case being the fact that Woody has in fact been displaced by Buzz in
Andy’s esteem, and in that of the fellow toys.

The montage ends with the planting of an important motif—Buzz
showing Woody the fact that Andy has written his name on the bottom
of Buzz's foot (“in permanent ink!”), 2 visual confirmation that Andy
has accepted Buzz. This, and Woody’s sensitivity to it, triggers Woody's
first attempt to regain his position at the top: a verbal confrontation
with Buzz. This attempt marks the end of the “first act” of the sequence:
Woody is its protagonist, and his desire is to eliminate Buzz as a threat
1o his hegemony. The obstacle is readily apparent: Buzz’s popularity
with Andy and the other toys. The dramatic question is posed: can
Woody eliminate Buzz as a threat?

In this case, the tension of the sequence and the main tension of the
picture are identical, a situation not uncemmon in Sequence C, because
it transpires immediately after the establishment of the main tension.
The protagonist is thus freshly armed with an objective, and he or she
attempts to sclve it as quickly and easily as possible. Complications that
arise from this first attempt form subsequent temsions in later se-
quences, which of necessity differ from the main tension.

Woody’s verbal confrontation threatens to escalate into a physical
confrontation, when it is interrppted by the arrival of Sid, the disturbed,
violently anti-toy next-door neighbor. Sid’s execution of @ “Combat
Carl,” witnessed by all the toys, dramatizes the threat Sid poses to the
toys, and also plants the motif of his use of explosives to achieve his
ends.
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The scene ends with telegraphing: one of the toys expressing grati-
tude that they’ll be moving soon. After a dissolve to dinnertime, more
telegraphing occurs when Andy’s mom offers to take him to Pizza
Planet for dinner, thus explicitly telling the audience where the story
will be going. Because Andy can only take one toy with him, Woody
becomes anxious, hoping he will be chosen, and afraid he worn t—yet
another dangling cause. Woody’s first attempt at defeating Buzz,
through direct confrontation, has been a failure, so he makes his second
attempt: deception. His ruse—manipulating Buzz into rescuing a toy
trapped behind the desk—has the unexpected consequence of launch-
ing Buzz out the window. The resolution of the tension in the third
sequence is thus at hand, and it is, again, a negative from Woody’s point
of view. True enough, he does eliminate Buzz as a competitor for Andy’s
affection, but now he is an outcast in his own society, hated by his fellow
toys as a murderer,

At the end of the sequence, Sketch’s drawing ability is again paid off,
this time with a drawing of a hangman’s noose, directed at Woaody. Se-
quence C thus ends with a dangling cause—in this case a threat.

Sequence D: Double Prizes at Pizza Planet

The fourth sequence, which runs a little over ten minutes in length, be-
gins with Buzz climbing onto the family car, which then conveys Andy,
his mom, Woody, and Buzz to a big gas station. A short period of ironic
tension occurs, during which the audience knows that Buzz is on the
car, but Woody does not. This irony is quickly resolved when Buzz ap-
pears in the sunroof and hops down to Woody.

Here, a little over a minute into the fourth sequence, the end of the
“first act” of Sequence D transpires: Woody, upon seeing Buzz, states
his objective: “Great! Andy will see you, he’ll take us back to the room,
and you can explain it was all a mistake.” Woody is, again, the protago-
nist of the sequence. His objective is to get Buzz back home so he can
clear his name. The dramatic question: “Will Woody be able to get Buzz
back home?” Woody’s overall objective remains the same: to regain his
place of love and admiration among toys and Andy. But his specific
purpose within the sequence is much more limited: just get Buzz back
home. The chief obstacle clearly will be Buzz’s anger at Woody for
knocking him out the window in the first place. In making his state-
ment, Woody is also telegraphing the future course of the story, though
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in this case it furns out to be “false” telegraphing: his hopes, thus ex-
pressed, are thwarted by later circumstances. Still, it serves the purpose
of creating anticipation——pushing the audience’s attention into the fu-
ture.

At this juncture, the skill of the storytellers is again on display-—they
have arranged the story in a way thai binds the protagonist and antago-
nist together; in fact, the protagonist is put into the difficult positiop of
having to try to get the antagonist—the one person on earth he likes
least—1t0 cooperate with him, This storytelling arrangement is not an
accident, and a script can succeed or fail because of storytelling deci-
sions like this. For example, in The Shop Around the Corner (see Chapter
3), the protagonist and antagonist are thrown into close and constant
proximity because they work together in the same shop. In the 1998
remake You've Got Mail, the storytellers chose to put them in rival com-
panies in separate locations, and the result was a loss of intensity in the
drama as well as the comedy, and a remake that was less successtul than
the original.

Soon after Woody explains his plan to Buzz, the latter balks at coop-
erating with Woody, and a fistight rapidly ensues. This leads t¢ yet an-
other deeper problem: Andy’s departure, which leaves Woody and Buzz
stranded. Woody's objective remalns the same: get Buzz back home, but
this much more formidable obstacle has arisen. After the arrival of a
fuel truck, which nearly crushes Woody, Buzz and Woody resume their

Recapitulation Scenes

Films have a relentless forward motion; a viewer is not expected 1o
go back and review material he or she may have missed, even asthe
widespread use of DVDs and videocassettes makes this possible.
Filmmakers have dealt with this problem from the sarty days of nar-
rative cinema by carefully repeating important information. Occa-
sionally, an entire scene is Used primarily 10 review important
information and then set up future action; this is known as a recapit-
ulation scene. Typically, such a scene has one or more characters
recount briefly where the story has been, often in the context of try
ing to figure out what to da next; thus it serves both 10 review and
create anticipation. These scenes are not uncommon in mysteries
and thrillers, which tend 1o be plot-heavy and involve twists and
turng that might leave the audience confused.
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confrontation in what is known as a recapitulation scene (see text box
p. 29). When Woody tells Buzz it’s a perfect time to panic, because “I'm
lost, Andy’s gone, they're going to be moving in two days, . . .” The
important issues driving the picture are restated clearly and forcefully.

A scene of preparation by contrast follows their confrontation, in
which they go separate ways, and we are led to believe all is lost. At this
juncture, Woody sees the Pizza Planet delivery truck and a reversal oc-
curs: Woody recognizes a way to persuade Buzz to cooperate, and de-
spair turns to hope. In Woody’s attempt to persuade Buzz to board the
Pizza Planet truck, we see again an example of telegraphing, in which
Woody explains what the procedure will be (“The truck will take us
back to the refueling station, which can then take us home.”) This dia-
logue is also an example of indirection (see text box p. 31).

Tust prior to their trip on the Pizza Planet truck, Buzz warns Woody
not to ride in the back, as there are no safety restraints. This dangling
cause is quickly picked up during Woody’s brief but painful ride to
Pizza Planet.

Once at their destination, another scene of preparation by contrast
plays out, this time raising our hopes and leading to the First Culmina-
tion of the picture. Woody and Buzz successfully sneak inside, then
malke their way through the establishment to within striking distance of
Andy. The audience is given a clear glimpse of the end of the picture—a

positive resolution in which Woody and Buzz get home safely and

Woody’s name is cleared. Just when hope is at its highest, though—
when Andy’s sister’s stroller approaches the two—Buzz wanders off to
another attraction across the room and we arrive at the negative resolu-
tion of the sequence.

Buzz winds up with a game machine full of toy aliens; Woody is
compelled to abandon his sure ride home and rescue him; the neighbor
Sid—cleverly introduced in the previous sequence—appears at the
worst possible time and “wins” both Woody and Buzz.

The dramatic question of the sequence has been answered: Woody
failed to get Buzz back home so he can clear his name. And, as in Se-
quence C, the end of this sequence finds Woody’s attempts to solve his
initial problem—regaining his place at the top of the heap---leading to
even graver difficulties. It’s useful to note in this sequence the exteat to
which the storytellers are concerned with keeping the audience ori-
ented—explicitly telling us where we are in the story, what just hap-
pened, what it means, what the future plans of the characters are, and
their hopes and fears, Storytellers who fail to consider these issuas run
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Indirection

This dramatic technigue comes in two flavors: visual and verbal. The
use of verbal indirection is @ means by which a writer can aveld writ
ing dialogue that is “‘on the nose’'—characters expressing exactly
what they mean in the most direct possible terms. Aside from being
dull, such dialogue tends alsc not o be particularly lifelike: people
tend to be more compiex in the way they express themselves,

Indirection is another example of a tool that is easier to use in a
rewrite than in a first drafi. A useful exercise a writer can perform
when he or she encounters a scene with dialogue that is too direct
is to try the opposite—can a characier who is angry express himself
by being irenically playful instead of just plain mad?

Indirection can also be motivated by the needs of the characters
within a scene. in Toy Story, while stranded at the gas station,
Woody describes a plan to get Buzz back to his home planet by get-
ting onto the delivery truck, but the audience recognizes that he is
indirectly describing a secret plan to get Buzz home to Andy's house.

The other type of indirection-—visual—inveolves implying events
rather than showing them. This can mean using sounds of an event
instead of the sight, or showing reactions rather than actions. An
effective example in Toy Story is Sid's destruction of the Combat
Carl in Sequence C. When the firecracker explodes, the image
shown is not of the Combat Carl but rather the toys watching from
the window. We hear the explosion, the camera shakes, debris flies,
and the toys are knocked about, but we never actually see the de-

struction.

the risk of writing a script that leaves the zeader lost, disengaged, and
disenchanted.

The sequence ends with Sid uttering a dialogue hook info the Se-
quence E: “Let’s go to my houseand . . . play.”

Sequence E: Falling Without Style

The fifth sequence begins imh:ediately with a dangling cause—Woody
warns Buzz and the alien toy: “You guys don’t get it: Once we go into
Sid’s house, we wen't be coming out.” It's an ouiright prediction of the
future, and contributes to a scene of preparation—the creation of dread
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about Sid’s house—that begins with ormineus music and is further ce-
veloped when Sid feeds the alien toy to his ravenous dog.

When they arrive in $id’s room, Woody and Buzz watch while Sid
does a “double bypass brain transplant”™ on his sister Hannal’s rag doll.
The operation is an important motif, paid off in two important ways
subseguently.

When Sid leaves the room moments later, we arrive at the end of the
setup, or “first act” of Sequence E, three minutes into the 9%-minute
sequence, when Woody tells Buzz: “We are gonna die. ' out of here.”
Woody is again the protagonist of the sequence, and his objective is to
escape from Sid’s house with Buzz. Again, this will serve Woody’s over-
all objective—regaining his place at the top—Dbut is it a different ten-
sion, a more specific, smaller task en route to achieving the larger one.

Following this are several attempts by Woody and Buzz to escape,
each one thwarted by a new obstacle: the door is locked, the room is
populated by frightening, deformed toys {that are, apparently, canni-
bals), the dog Scud bars their escape. While contending with these ob-
stacles, a cutaway to Andy’s room occurs, where the other toys hear of
Wouody’s disappearance and see it as conclusive evidence of his guilt.
This cutaway serves to remind us of Woody’s averall objective even as
the characters concern themselves with the more specific problem of
trying to get out of Sid’s house.

During their escape from the dog Scud, Woody and Buzz split up,
and Buzz finds temporary refuge in a room where the television adver-
tises Buzz Lightyear dolls. This leads to the major culmination—that is,
turning point—in Buzz's character arc (see text box p. 33). Suffering
from the beginning under the delusion that he is a real superhero and
not a simple toy, Buzz blunders through the story until he witnesses the
television comunercial, whose disillusioning message is reinforced soon
afterward by Buzz’s failed atternpt to fly out the window (the first payoff
of his “flight” in Andy’s bedroom during the second sequence).

After his failure to fly, Buzz is retrieved by Hannah, bringing on the
end of the sequence. Woody's ohjective—te escape Sid’s house with
Buzz—has been resolved in the negative. Far from escaping, Woody is
now in hiding and Buzz has undergone a crushing disillusionment.

Buzz’s experience of disillusionment is noteworthy because it brings
about a significant mood and tone shift. Buzz’s realization and the ac-
tions he takes—accentuated by the music—bring us out of cormnedy. Just
as dramas can suffer if they are relentlessly downbeat, and thus employ
moments of “comic relief,” so too comedies can be tiring if they are
funny all the time, and benefit from moments of “dramatic relief.”
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Character Arc

This notion contrasts a character's want with his or her need, and
how the relationship between the two plays out in the course of a
story. The paradigm works like this: a character begins the second
act with a conscious desire (e.g., Woody wants to regain his place
at the top of the heap) and an unconscious need (e.g., Woody needs
to realize that Andy's love cannot be willed; he must accept his
piace in the hierarchy, whergver it may be). During the course of pur-
suing his desire, he suffers sufficiently to become conscious of his
need and let go of his want. This process of transformation is the
character arc. In Toy Story, three characters—Woody, Buzz, and
Sid—go through significant transformations, and several of the
minor characters go through minor ones.

The danger for a writer of thinking in terms of character arc is the
temptation to force characters to change in a way that fits the
scheme, resulting in a shallow character and/or a predictable out-
come. The best defense against this is to develop a story that is
significantly challenging enough for the character as to force such a
transformation.

Quite eften, the character arc of the protagonist is what defines
the theme of the picture, contained in the truth the character
doesn’t realize until after his or her transformation.

Sequence F: The Big One

The sixth sequence, which runs just over eleven minutes, finds a subtle
but significant shift in tension from the previous one. The cbjective re-
mains the same—Woaody wants to escape from Sid’s house with Buzz—
but Woody has during this sequence one new, significant obstacle:
Buzz's loss of interest in trying to escape, owing to his disillusionment.
The dramatic question of the sequence becomes: can Woody overcome
Buzz’s lack of cooperation in order to escape from $id’s house with
him? This is a new tension not present in Sequence E.

The sequence begins with Woody falling out of the closet and finding
Buzz participating in a tea partywith two of Hannah's decapitated dolls
(a payoff of 5id’s “triple bypass brain transplant™ of the previous se-
quence). Woody uses a ruse to get Hannah out of the room so he can
rescue Burzz, and immediately this new problem-—Buzz’s loss of interest
in the fight—asserts itself. The “first act” of Sequence F thus ends after
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its first two minutes. Woody deals with this new problem by striking
Buzz with his own dismembered arm to shock him back to reality, then
leads him to Sid’s room, where an open window promises an escape
route at last, Woody even succeeds in tossing a string of Cliristmas lights
to Andy’s toys across the vard, and we are given another glimpse of a
possible ending, since escape seems so easily within reach.

Buzz refuses to cooperate, though, and resists Woody’s desperate
pleas. As a result, Andy’s toys rebuff Woady, and audience expectation
goes from hope to [ear, in a classic example of a reversal (see text box,
page 168). Scon after Andy’s toys abandon Woody, Sid reappears in the
rooin with a new and more dangerous explosive device (the anticipation
for which was planted in the previous sequence) and the situation dete-
riorates rapidly. Woody succeeds in hiding, but Buzz refuses to move
and is thus chosen by Sid to be the victim.

A timely thunderstorm—one of the rare coincidences that actually
helps the protagenist—delays the planned demolition, and Sid sets the
alarm clock and creates a deadline: “Tormorrow’s forecast: sunny.” The
choice of a thunderstorm is noteworthy because its dark, stormy atmo-
sphere enhances the sense of hopelessness the characters—and the audi-
ence—will soon feel.

The “sequence third act” begins when Sid is asleep, Buzz is taped to
a rocket and Woody is trapped beneath a milk crate. Here, Woody
makes one last desperate plea for help to Buzz: “You’ve got to help me
get out of here so we can make a break for it.” Buzz again refuses to
cooperate, and Woody at long last gives up, and urges Buzz to forget
about him and escape on his own, admitting for the first time his own
fears and frailties about being accepted by Andy.

Here we arrive at the second, or main, culmination of the picture,
the end of the second act, in which the main tension—"“Will Woody
regain his spot as Andy’s favorite toy?”’—is resolved, not because Andy
has accepted or rejected Woody, but rather, because Woody stops trying
to achieve this goal. At Woody’s moment of greatest extremiry-—when
all appears lost-—he goes through his own crushing disillusionment, re-
alizing that he cannot make Andy love bim, and that all his efforts to
do so—which has led to the series of calamities that constitute the
story—were futile. At this moment, the contradiction between the pro-
tagonist’s desire—to regain his position as Andy’s favorite toy—and his
need—to realize that he cannot will Andy’s love and the path to wisdom
lies in acceptance—is resolved, making clear the theme of the picture,
Le., the basic truth it seeks to explore and express.
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In these moments of despair, a hint of hope arrives when Buzz, lis-
tening o Woody's words about how much better it is to be a toy than
a space ranger, looks at the bottom of his foot, where Andy had in-
scribed his name. This visual payofl sets up a major shift in tension to
follow in the third act.

Sequence G: “The Toys Are Alive!”

The clearing up of the thunderstorm—and the coming of dawn—are
the atmospheric elements that enhance the change of mood accompa-
nying the arrival of the third act. Even as Woody continues to despair,
Buzz, his spirits revived, begins to affect a rescue, picking up on a dan-
gling cause of the previous sequence—Woody’s plea for help. Buzz an-
nournces his arrival with another dangling cause: “Come on, Sheriff.
There’s a kid over in that house who needs us.” Even as Buzz begins to
push the milk crate in order to free Woody, the moving van pulls up
next door, reminding us of the imminent deadline. The sudden alliance
between two characters who have spent all of the preceding scenes in
bitter conflict adds & special emotional surge to the picture,

A new problem arises as soon as Woody is freed from the milk
crate—the noise of the rescue almost awakens $id. In a quick example
of preparation by contrast, Sid falls back to sleep, Buzz and Woody
breathe a sigh of relief, then the alarm clock goes off, awakening Sid
after all. With 5id’s seizure of Buzz for the rocket ride downstairs,
Woody appeals to Sid’s toys for help, and with another dangling
cause— "We’re going to have to break a few rules, but . ..”, we arrive
at the end of the “first act” of sequence G, at which point the tension
of the sequence is in play: will Woody be able to rescue Buzz before he’s
blown up by Sid?

A cutaway to Andy dejectedly leaving his home without his two fa-
vorite toys reminds us again of the deadline of the move as a backdrop
to the more urgent deadline of Buzz's immineni demise, and reinforces
the stakes involved in any failure by Woody to achieve his objective.

The cutaway also allows the storytellers to return to Woody laying
out his plan with Sid’s toys, without the andience knowing what pre-
cisely the plan is. In this case, the storytellers have opied for mystery
rather than irony. Another option would have been to reveal to the au-
dience the plan in detail, creating tension during its execution, playing
on our hopes and fears as various phases are carried oui.
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Instead, while the objective is made clear—rescue Buzz—the means
are left mysterious, and anticipation is created not only by dramatic ten-
sion—will they succeed in rescuing Buzzi—but also through promising
an answer to the mystery—what precisely is their plan? In this, the
viewer is in a mid-level position as to dramatic irony—we know more
than Sid, but less than Woody. The approach chosen has the effect of
saving time al a point in the film when speed is crucial. The tempo of
the third act tends to accelerate, leading to the resclution as an emo-
tional high point. Laying out a plan in considerable detail runs the risk
of dragging out the sequence, which, as written, runs only eight and a
half minutes.

The execution of the caper constitutes the bulk of the sequence’s sec-
ond act—Woody and the other toys act to achieve their objective, over-
come obstacles, and succeed in saving Buzz's life. In the process, Sid’s
character undergoes his own transformation—his perception of and at-
titude toward toys changes.

As soon as Woody and Buzz shake hands, marking the positive reso-
lution to the tension of the sequence, the honk of a horn reminds them
{and the audience) of the moving deadline, and the final sequence be-
gins.

Sequence H: A Finale That Soars

The chase in the final sequence of Toy Story, which runs just under ten
minutes, is among the most successfully realized in cinema history. The
tension of the sequence is obvious at the outset and has been carefully
set up and nurtured throughcut the preceding action—Woody and
Buzz have to get on the moving van before it drives away and the two
are lost forever. The sequence is executed as a rapid series of alterna-
tions between hope and fear, between obstacles encountered, obstacles
overcome, and new obstacles. Many of the obstacles, and the solutions
to them, arise from elements carefully set up and/or planted previously.

The deadline of the family move was set up in the opening minutes
of the film. The first obstacle—the dog Scud’s interference—is an unin-
tended consequence of Woody’s plan to rescue Buzz. When Buzz jurnps
onto Scud—showing his willingness to lay down his life for Woody—
the complete transformation of their relationship is made wvivid.
Woody’s solution to the Scud problem—employing RC, the remote-
controlled car, to rescue Buzz—is a payoff of its use in getting Woody
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into trouble in Sequence C. The hope that arises from Woody’s rescue
of Buzz using RC is dashed when the other toys rise up against Woody
and interfere with the rescue; this is a payoff of their chronic misunder-
standing of Woody's real intentions, and the other toys’ ignorance of
Woody’s now-positive relationship with Buzz.

The new setback that arises when the toys throw Woody out the back
of the truck is solved rather inadvertently when Woody winds up on
the froni of RC, united again with Buzz. When the other toys see the
three—RC, Woody, and Buzz—approaching, the moment of recogni-
tion occurs—they realize the mistake of their ways—and join at last in
the rescue effort.

The hope that arises from this development is an opportunity for
another reversal, and here the storytellers deliver once again. RC’s bat-
tery starts to fade just as rescue seems imminent. When the van goes
around a comer, Slink, the “streichy dog,” is stretched to the limit and
disaster looms. At last, Slink lets go, and Woody, Buzz, and RC come to
a stop in the middle of the road, the moving van fading in the distance.
Woody suddenly comes up with a solution—lighting the rocket for pro-
pulsion—and even has the match ready, which was planted in Sequence
G. This newfound hope is an opportunity for yet another reversal, when
a car goes by and its wind blows the match out.

Here we arrive at what is sometimes called the black meosment, late in
the third act, when all seems truly lost. Here, the storytellers rely on
another payoff—the magnifying glass Sid had used earlier on Woody—to
effect the reversal. When Woody succeeds in lighting the rocket using
Buzz’s helmet as a magnitying glass, the hopes of the audience soar—
literally as well as figuratively—despite Woody's omincus observation
that “rockets explode.” Just before this deadline is realized, Buzz jetti-
sons the rocket and the resolution of the picture is at hand, in the sec-
ond pavoff of “falling with style.”

When Woody and Buzz arrive safely on the seat next to Andy, all the
significant lines of dramatic tengjon, dangling causes, and deadlines
have been resolved or closed off. A thread of ironic tension remains in
that the humans still don’t know about the secret life of toys, but when
Woody and Buzz “freeze” in order to pretend they're just toys, even this
tension is rendered moot.

The epilogue is very brief, though it is very necessary after such an
extraordinarily emotional roller coaster of a sequence, It is set at the
following Christmas (a payoff of Woody’s first-sequence cbservation
that birthdays and Christmases are always the hardest for the toys), uti-
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lizes the technique of payoff skillfully, with the soldiers doing their mis-
sion once again, the toys listening in rapt attention to their reports, Bo
Peep connecting at last with Woody (picking up at last a dangling cause
from the opening sequence—her invitation to “come visit any time—
I'm: only a couple of blocks away”}, and Mr. Potato Head getting his
Mors. Potato Head at last (another payoff from the opening sequence).

Seq.
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TOY STORY
Sequence Breakdown
Running
Description Length Time
ACTI
Opening titles to Buzz's arrival on the bed. Unifying 13:40 13:40
Aspect: Dramatic Tension. Prefagonist Woody. (18%)
Objective: To reassure the toys that the birthday party
poses no threat.
Point of attack: Buzz’s arrival
Buzz’s appearance to Woody's assertion that he's still 6:00 19:40
Andy's favorite toy. Unifying Aspect: Dramatic Tension. (25%)
Protagonist. Woody, Objective: To disarm the threat that
Buzz poses to his position.
Predicament: Buzz has usurped Woody’s position as
Andy’s favorite toy; Woody has te try to get his
position back.
ACTII
(Main tension: Will Woody be able reclaim his place at the top?)
Musical interlude showing Buzz's ascendancy, followed 9:20 29:00
by Woody’s atternpts 1o attack Buzz verbally and (37%)
physically that lead to his bouncing Buzz out of the
window by mistake. Unifying Aspect: Dramatic Tension.
Protagonist: Woody. Obfective: To attack Buzz so as to
regain his position,
Buzz and Woody get stranded at gas station, wind up al 9:48 38:48
Pizza Planet, only to be captured by Sid. Unzfying (51%)
Aspect: Dramatic Tension. Protagenist. Woody,
Objective: To get Buzz back home.
First Culmination: Woody almost gets Buzz into the
stroller at Pizza Planet (48%6).
Woody and Buzz make several unsuccessful attemnpts at S:id5 48:33
escape, which leads inadvertently to Buzz's realization (63%0)
that he's not the real Buzz Lightyear. Unifying Aspecs:
Dramatic Tension. Protagonist Woedy. Objective: To
escape from $id’s place with Buzz.
‘Waoody attemnpts to revive Buzz's spirits, but winds up 10:54 5927
imprisoned by $id and doomed. Unifying Aspecr: {(78%}

Dramatic Tension. Protagondst Woody. Objective: To get
Buzz to cooperate so they caniget out of Sid’s place,

Second Culinination: Woody is imprisoned with no
escape; Buzz is discouraged and awaits the end.
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ACT III

The main tension has been resolved as to Woody’s
aspirations—he no longer desires to suppress Buzz in
order to regain his spot as Andy’s favorite. Now the
tension shifts—will Buzz and Woody together make it
back before Andy moves? {n this sequence, Woody
enlists the other toys in a plan to defeai Sid, and
successfully carries it out. Unifying Aspect: Dramatic
Tension, Protagonist: Woody. Objective: To carry out his
plan.

Climactic chase to the moving van. Unifying Aspect;
Dramatic Tension. Profagenist: Woody. Objective: To get
on van with Buzz.

Resolution: Woody and Buzz make it to Andy’s car.

Epilogue: Brief wrap-up scene at new house.

7:46

9:16

1:07:13
(89%)

1:16:29
(100%)

The Shop Around the Corner:
Fractured Symmetry

The sixth collaboration between screenwriter Samson Raphaelson and
director Ernst Lubitsch, this picture, based on a stage play by Hungarian
playwright Miklos Laszlo, appeared in 1940. Its basic kernel—about bit-
ter rivals who have unwittingly fallen in love with each other—has
proven durable, finding itself remade as In the Good Old Swmmertisne
(1949) and more recently as You've Got Muail (1998).

It is a challenge for study because in so many ways it violates the
paradigm laid out in the classic construction of a movie ke Toy Srory.
In fact, it breaks one of the most basic of the “rules” of screenwriting:
it does not have a protagonist with a strong objective, much at stake,
and a relentless drive toward achieving that objective over any cbstacles
that may come in the way.

Because it is a very successful picture despite these violations, study-
ing it can open the mind to look beyond conventions to the deeper level
at which & filmn can engage its audience. That deeper level, in this case, is
the use of Tool #3—dramatic irony—rather than Tool #4—dramatic
tension, The use of 2 different tool can change the landscape ofa picture
substantially, while allowing it to achieve its most basic objective: keep-
ing the audience wondering what’s going to happen mext.

The construction of the sequences in The Skop is again a contrast to
Toy Story: the dramatic tension that unifies six of them tends to be Jess
strident, with drarnatic irony shoring up audience interest, and two of
them are ensemble pieces, unified by time and place rather than a pro-
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tagonist with an objective. Further, The Shop Around the Corner con-
tains a major subplot. As a result, all of the sequences include material
from that subplot in addition to the main plot, and two of the sequences
are concerned primarily with the subplot.

Aside from being valuable as an object of study for its unconven-
tional approach to engaging audience attention, The Shop Around the
Corner is a very rich example of several other screenwriting techniques:
the vse of indirection (primarily verbal—see text box, page 31), the ex-
tensive use of props and “business” for the actors, and the planting and
payoff of motifs.

Sequence A: Getting Acquainted

The frst sequence runs eight and a half minutes and is unified by place
(the shop) and time {one morning). It has no identifiable protagonist
and no thread of dramatic tension.

The picture actually begins with a title that is not in the script: “This
is the story of Matuschek and Company—of Mr. Matuschek and the
people who work for him. It is just around the cormner from Andrassy
Street—on Balto Street, in Budapest, Hungary.” This amounts to a sub-
tle acknowledgement of the predominant storytelling pattern that audi-
ences were (and still are) used to—character with objective—and a way
of signaling to the audience that what follows will be somewhat differ-
ent. Since the end of the first act of the movie occurs as a surprise twist,
without any hint of the direction of the story prior to this, there is a
danger the audience attention will drift. The title is, in effect, a subtle
reassurance that the storytellers know what they're doing, and that the
slow start of the picture from a plot viewpeint is not an accident.

In the 1998 remake You've Got Mail, the storytellers dealt with this
problem by eliminating the twist—the audience knows from the get-go
the leading man and woman are lovers, even before we {and they) find
out they are rivals. The price the storytellers paid for that choice is that
while the direction of the story is made clear immediately, the audience
is now way ahead of the characters, waiting for them to catch up, and
this lends the film a sense of slowness and predictability.

As in Toy Story, the opening images of The Shop Around the Corner
present something of a puzzle—a young man riding a delivery bicycle
down a busy street and stopping next to another man, who is waiting
alone on a sidewalk. The writing on the side of the bicycle, and that of
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the shop behind them—"Matuschek & Company: Novelties and Leath-
erware” provides the first information about the two. The exposition
technique that follows is exposition as ammunition (see text box on page
22}, with identifiable subtext in the dialogue, subtext that belies its out-
ward appearance of simple chatter. Pepi's opening line, “Always the first
one, eh?”’ is not a neutral observation—it is a subtle attack, which pro-
vokes a defense from Pirovitch: “It doesn’t hurt to be early.” Pepi’s
reply is a renewed attack: “Why? Who sees you? Me. Who sees me? You.
What does it get us? Can we give each other a raise? No.”

By listening to them trade alternate accusations of disobedience and
cbsequiousness, we learn they work in a shop for a Mr. Matuschek, that
one of them, Pirovitch, is always trying to impress the boss while the
other, Pepi, is always slaving away for Mr. Matuschek’s wife on com-
pany time. Soon Flora appears, followed at last by Kralik, who immedi-
ately asks Pepi to go to the drugstore to get some bicarbonate of
soda—a motif used twice later in the scene. Vadas next appears; his loud
clothing and cocky attitude immediately identify him as a fop, and his
relationship to everyone is immediately shown as antagonistic. A con-
versation about Kralik’s dinner the previous night with the boss yields
more information, this time about Kralik: he’s the favorite of the boss
(and thus one level above everyone else), and he has an open, active
mind.

Pepi returns with the bicarbonate of soda (its first payoff)—which
Vadas seizes upon as a way to attack Kralik, as it reflects poorly on Mrs.
Matuschek’s cooking. During the ensuing argument, Matuschek arrives
in a taxi, which provides an opportunity for planting another motif—
Pirovitch’s attempt to open the door for the boss (he’s beaten to it this
time by Pepi). Mr. Matuschek asks Pepi to get him some bicarbonate of
soda (the second payoft of the motif) 2nd leads them all inside the shop.

In just over four minutes, all of the workers in the shop have been
introduced, as have their various relationships. No one characier’s ob-
Jective carries the scene; rather, audience engagement is achjeved first
through curiosity, then by folicwing the playing out of the various con-
flicts between the characters.

Once inside the shop, Kralik discloses to Pirovitch his anenymous
correspondence with a woman,on “‘intellectual subjects.” Here, instead
of delivering exposition through argumentation, cariosity is used.
Kralik rather secretively asks Pirovitch: “Psst, Want Lo hear something?”
_Kralik then proceeds to read a few snippets from a letier without reveal-
Ing what ir is he’s reading from, After Pirovitch becomes curious (re-
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flecting the audience’s curiosity), Kralik only deepens the mystery by
beginning a roundabout tale of looking in the newspapers for encyclo-
pedias because he wanted to know how people live in Brazil. Finally,
after Pirovitch is completely bewildered, Kralik clarifies the mystery he
created: he’s corresponding anonymously with a wornan, and neither of
them knows what the other does for a living—crucial information the
audience needs to make sense of what happens shorily afterward. The
scene also reinforces the sense that Kralik is intellectually curious and
values sel{-improvement.

The scene is interrupted by Mr. Matuschek, who wants Kralik’s opin-
jon about a cigarette box he’s thinking of buying from a wholesaler. The
cigarette box is an important motif that is revisited many times
throughout the picture. Its use here is significant in that it’s a prop—i.e.,
a visual element-—-which is used to express the relationships between
Mr. Matuschek, Kralik, and the others in the store: Mr. Matuschek ad-
mires Kralik and respects his opinion, but sometimes resents Kralik for
being toe smart, while the others in the shop lack any real insight, or
the courage to stand up to the boss.

This scene is the first in the picture to employ dramatic tension—
Matuschek serves as the protagonist of the scene, and his objective is
Kralik’s approval for his decision to go ahead with the box. The obstacle
is Kralik’s honest disapproval of the box; Mr. Matuschek counters by
trying to get others to agree with him. The resolution is negative—he
never wins Kralik over to his point of view. In the coda of the scene,
Mi. Matuschek takes a call from the cigarette-box seller and turns him
down: Kralik has won the argument. The scene also introduces another
motif—Matuscheld’s line about wanting an “honest opinion,” and Piro-
vitch’s craven response to it

Sequence B: “l want a joh”

The arrival of the female lead, Klara, marks the beginning of the second
sequence. Tt is unified by dramatic tension; its protagonist is Klara, and
her objective is securing employment. The first scene of the sequence is
remarkable in that in the space of four minutes, screenwriter Raphael-
son forcefully utilizes all four of the major screenwriting tools: dramatic
and ironic tension, dangling causes, and telegraphing.

Klara’s dramatic objective {both in the scene and sequence) is made
clear within the first two minutes of her entrance, when she asks to
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Motifs: Cinematic Poetry

Cinema is a thoroughly *‘concrele’” medium. Unlike poetry and liters-
ture, which employ words—which are abstractions—cinema uses
photographic images. Still, the use of motifs offers the screenwriter
an opportunity to be poetic, creating resonances throughout a film
that are analogous 1o rthyme in poetry. They come primarily in two
forms: verbal {lines of dialcgue or ideas expressed in dialogue) or
visual {props or patterns of behavior). They are introduced (planted)—
usually surreptitiously—>by the writer, then brought up later in a dif-
ferent context (paid off). They can be paid off more than once; a
motif repeated with variations for comic effect Is & running gag.

Toy Story and The Shop Around the Cerner are richly embroidered
with stuch motifs. When writing a script, keeping an eye out for oppor-
tunities to plant such motifs is & good practice to maintain, and can
result in @ more coherent and powerful screenplay. It can be difficult
for a writer to anticipate where 1o plant motifs in the first draft—
when at that stage, 's best simply to note places where they might
come in handy, and insert them in a rewrite. Often a writer will see
nlaces to pay off a motif first, and then figure out where to plant
them, hence the notion that a screenplay is written backwards—only
when a writer gets to the ending can he or she understand exactly
how to set up that ending.

Subseqguent rewrites can provide cpportunities for further em-
broidery. The cigarette boxin The Shop Around the Corneris a motif
that is paid off seven times during the course of the fllm.

speak to the boss, while Kralik, misinterpreting her intentions, tries to
sell her on various products (bringing the use of props again into play).
As soon as she discloses her real intent to Kralik, exposition resumes
in earnest—we discover Klara’s exiensive background as a salesgirl and
Kralik’s nine years’ experience at Matuschek & Company—all smuggled
to the audience during a vigorousargument.

A brief interlude of dramatic irony occurs late in the scene, when
Mr. Matuschek overhears Kralik telling Klara that he knows his boss
%nsidc out and can predict his reaction. Mr. Matuschek, assuming Klara
is there to buy something, sits hér down and assures her the word “‘im-
possible” is not in his vocabulary. This allows the audience to experi-
ence the opening part of the scene—when Klara was trying to get a job
and the audience didn’t know it—through the prism of irony, because
now we do know what's coming and Mr. Matuschek does not.
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Figure 1. Sequence B of The Shop Around the Corner (1940) is unified hy
Klara’s desire to get a job at Matuschek and Company. The means she
uses—demonstrating her salasmanship—utilizes a prop (the cigaretie
box) that was introduced in the opening sequence. The planting and payoff
of such motifs as the cigarette box, the wallet, and the bonuses make it
an unusually richly textured film. (Frame anlargement)

When My, Matuschek replies to Klara’s job request with an “Tmpos-
sible!” the tension of the scene is resolved in the negative: Klara does
not get the job. Afterward, Klara tells Kralik “T have to have a job!”—
initiating a dangling cause—and he replies that he’ll call her during in-
ventory in two weeks—an appointment.

Kralik is called away to Matuschel’s office, where Matuschek pro-
ceeds to ask him a series of questions about the dinner party of the night
before. The exchange is an example of the masterful use of fndirection
{see text box, page 31): on the surface, Mr. Matuschek is asking Kralik
how he liked the previous night’s party; in the subtext, he is warning
Kralik to stay away from his wife, concluding with the line: “Mrs.
Matuschek thinks an awful ot of you, and 1 think an awful lot of
Mrs. Matuschek.”

This scene is interrupted by Vadas, who announces he has a buyer
for the controversial cigarette box (its first payoff). When the “buyer”

e
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turns out to be none other than Klara, who is still hanging around the
shop, Mr. Matuschek picks up where he left off earlier and tries to get
her to agree with him that the box is a good product. She takes advan-
tage of the situation to demonstrate her considerable salesmanship by
selling the box to a customer at above the asking price. Klara’s success
brings the scene and sequence to & positive resolution: Klara gets the
job {though this is only implied; we do not get a confirmation of this
until the following sequence). The storytellers’ choice of the already-
planted cigareite box as the means by which Klara gets her job is not an
accident: the shop is readily seen to be full of novelties, and any of these
could have served the same function. The cigarette box, though, is al-
ready imbued with meaning, having been the battleground between
Matuschek and Kralik, In wsing it here, it picks up additional layers of
meaning and grows in potency. This kind of embroidery is what distin-
guishes a truly outstanding screenplay from one that is merely adequate.

The sequence ends with Matuschek asking one more time for Kral-
ik’s honest opinion, a request overheard by Pirevitch, who gquickly
slinks away—the second pavoff of that motif.

Sequence C: The Revelation

The third sequence, which runs over sixteen minutes, is unified by dra-
matic tension: the protagonist is Kralik, and his objective is the night
off. Tt also contains a revelation for the andience that initiates the main
tension of the film.

The function of the first part of the sequence is the same as in the
opening sequence: exposition. This is because several months have
passed since the previous scene, and the audience needs to be caught
up. The movie thus revisits the initial location and time of day, with
Pirovitch waiting for the shop to.open. The shop window displays the
clgarette boxes, reduced cansideraBly in price, the second payoff of that
motif. This one image tells a story: Klara won the argument about the
boxes, but Kralik was ultimately right (see Figure 2).

Kralik arrives, and immediately announces he has a dinner date that
evening at 8:30—an appointment that will become the central interest
of the next three sequences. Pirovitch assumes it is with the boss; Kralik
tells him the boss never invites him any more, to which Pirovitch re-
marks how difficult it is to get along with him these days—important
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Figure 2. The opening scene of Sequence C of The Shop Around the Cor-
ner (1940) closes off two dangling causas left over from the previous se-
guence: the issue of Matuschek buying the cigarette boxes, and Kralik's
prediction that they are not a wise investment. This image reveals that Ma-
tuschek did go ahead with the purchase, but Kraiik was proven correct.
Shortly afterward, it is revealed that Klara got the job, providing the resolu-
tion to the dramatic tension of Sequence B. (Frame enlargement)

information for the “B” plot, which is soon to blossom. Kralik next an-
nounces he plans to ask Mr. Matuschek for a raise—another echo of
the opening sequence, when the issue of raises was brought up—and a
dangling cause that will be picked up repeatedly during the next two
sequernces.

Klara’s arrival at this point provides an opportunity for the storytell-
ers to smuggle in yet more exposition in an argument she has with
Kralik over a green blouse with yellow dots on it, planting that visual
motif. The thrust of that exposition is that Klara and Kralik have had a
very antagonistic relationship.

In a subsequent conversation with Pirovitch, Kralik discloses his plan
to ask the girl with whom he’s been anonymously corresponding to
marry him. Their discussion is pregnast with the future—Kralik lays
out his hope—that she’s beautiful but not too beautiful (otherwise she
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may not like him)—and his fear—that he won’t find her attractive. He
compares her to a bonus check whose envelope he has not yet opened—
the possibilities are limitless until you open it. The use of this analogy
plants the motif of the bonus, paid off (literally) in the last sequence,
and echoes the motif of the raise.

A taxi now arrives, and Pirovitch, in the payoff of vet another motif
from the opening scene, rushes to the taxi and opens the door {thinking
it’s Mr. Matuschek) only to have Vadas step out. Vadas is decked out in
even more expensive clothing, shows off a big wad of cash. Like Firo-
vitch’s remarks about how difficult the boss has been lately, Vadas’s
behavior is part of the setup of the major subplot involving Mrs. Matu-
schek.

Mr. Matuschek now arrives and once again Pirovitch is beaten to the
punch by Pepi, who opens the door for the boss. Matuschek looks at
the shop-window display with disapproval, and announces evervone
will stay late that night to redecorate—an appointment that threatens
Kralii's dinner date. Kralik reacts with alarm, and, unknown to him, so
does Klara, who confides to Ilona that she has a date at 8:30 that night,
and tells her she sias to get out of it somehow—a dangling cause picked
up a few scenes hence.

With the disclosure that Kralik and Klara have unknowingly been
corresponding with each other, we arrive at the end of the first act of
the picture. Kralik is the protagonist. What he wants is the girl. The
problem is that he doesn’t know that the girl he loves is also the gitl he
hates. This is an example of a predicament that is invisible to the protag-
onist. Unlike a film relying on dramatic tension, in which the first act
ends when the character becomes aware of his objective and begins his
pursuit of it, in a story that relies on ironic tension, the character is
unaware of the problem he faces, The main tension in this case exists
solely in the audience and not in any of the characters onscreen. True
enough, Kralik does have groblems, which can crezie tension for him—
for example, he worries about whether he’ll find the girl he’s been corre-
sponding with attractive, but he is unaware of the predicament that
powers the film, the wmazn tension, which can be best stated as: Will
Kralik wind up with Klara despite the misundesstanding? The overrid-
ing question for the audience yntil the middle of the film is: what will
happen when the truth comes out? In this, the audience’s hopes (that
they’ll wind up together) and fears (that they won’t) play out indepen-
dently of the protagonist’s hopes and fears, because for most of the pic-
ture the protagonist is not aware of the situation.
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Figure 3. The blocking helps establish the dramatic irony of this scene in
Sequence C of The Shop Around the Corner (1940). Kralik has just given
Pepi the night off, inspiring Klara to ask for the same. Kralik's back is
turned so he can't see Klara’s reaction, but the audience can. Note the
use of props by the actors: almost ali the scenes in the script specity busi-
nass for the actors—the handling and sorting of luggage and cther sales
itemns, along with documents, keys, pencils, and various other objects that
help keep the scenes dynamic. (Frame enlargement)

Another consequence of the fact that the tension is purely in the au-
dience is that there is no cleatty articulated point of attack in the pic-
ture—no hint of the direction of the story until the predicament is
established. 1t's important #ot to give a hint, or the surprise is lost, The
opening title, discussed earlier, serves subtly the function of a point of
attack, insofar as it lays out in very broad strokes what the story will be
about, Le., people in a shop. Klara’s arrival can also be seen as a point
of attack, since before she arrived, the story could not have unfolded as
it did. But Klara’s arrival serves this function only in retrospect; when
she enters, she is just another of the many people trying to make a
living,

Usually a predicament is established at the end of a sequence, reflect-
ing the function of sequences as subunits of 2 character’s overall objec-
tive. That this one occurs in the middie of one demonstrates the
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disjunction between the tensions created in the individual sequences
and the overall main tension, at least at this point in the film. In Toy
Story, the tension of the third sequence is identical to the main tensicn:
Woody wants to regain his top spot against the usurper Buzz. In The
Shop Around the Corner, the tension of the third sequence revolves
around Kralik getting the night off.

Frorm the mement the audience realizes that Kralik and Klara are the
two anonymous lovers, every subsequent scene involving them, until
the final minute of the film, is imbued with dramatic irony. Even Klara’s
first line after the revelation occurs—her declaration to I[lona that she
plans to wear the polka-dotted blouse to the café that night—is more
than simply a payoff of a motif. It has an added meaning, since the man
she’s trying to impress with the blouse has just, unknown to her, criti-
cized it.

In the remainder of the sequence, while Kralik’s and Klara’s concerns
are paramount, the major subplot of Mr1. Matuschek’s wife gradually
grows in prominence, though it is not completely independent of the
main plot—in fact, it asserts itself as an obstacle to Kralik’s ebjective of
getting the girl of his dreams.

(Once everyone is inside the shop, Mr. Matuschek is shown on the
phone talking to his wife, who seems to be running through her money
very quickly. He promises to send her more, a dangling cause that is
picked up at the end of the sequence. As soon as he hangs up, Kralik
enters to ask for a raise, picking vp on the dangling cause from the pre-
vious scene.* Mr. Matuschek coldly puts him off before he can even ask;
afterward Kralik expresses his frustration to Pirovitch, who cautions
him not to do anything rash. During their conversation, Vadas, listening
in, reacts with alarm to Pirovitch’s suggestion that Matuschek is having
trouble with his wife. Like Matuschek’s phone conversation with his
wife, this is part of the setup for the marital affeir subplot,

Pirovitch succeeds in calming down Kralik, who heads to the stock
room to work with Klara and Pepi. Here, Pepi asks for the night off,
claiming he’s a child. Kralik assures him he’ll work it out with the boss.
The ease with which Pepi gets the night off is readily noticed by Klars,
but Kralik does not notice fier reaction. The resulting scene shows mas-
terful use of both dramatic and ironic tension as well as indirection.

*It is not completely clear what Kralik is intending to ask Matuschek in this
scene; he might plausibly be planning to ask for 2 raise or for the night off. In
the screenplay Kralik only says that what he wanis to talk about is “important
to him.”
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Subplots

When a writer has an initial inspiration for a feature-length script and
is contemplating how to develop it, he or she is always faced with a
basic choice: whether to make it a fong story or a broad one. A
“long’ stary concemns itself primarily with a protagonist experienc-
ing a succession of events, and a '“broad” cne introduces one or
more subplots that run in parallel to the protagonist’s story, involv-
ing subordinate characters. The choice is independent of the
amount of time portrayed in a film. Subplots are often informally re-
ferred to alphabetically—the “'A” plotis the main story, and the “B"
plot one of the subplots, *'C"’ plot if there is ancther, and so cn.

Subplots, like dramatically structured main plots, have a protago-
nist with an objective, and follow the same three-act shape of setup,
development, and resolution, (thus they almost invariably have &
minimum of three scenes), and often their resolution involves a cul-
minating moment that changes the subplot character, in a small-
scale echo of the protagonist’'s character arc. Subplots basically
have three functions: one, the piot function—they intersect with the
main plot to help or hinder the protagonist; two, the thematic func-
tion—they show variations on the main theme of the picture by pre-
senting alternating ways in which characters deal with the situation
the protagonist may himself be confronting; and three, the structural
function—by cutting away from the main pict to a subplot, especially
at moments of high suspense, the storyteller can retard the action
and by thus delaying it intensify the anticipation.

The subplot in The Shop Around the Comer serves all of these
functions. Matuschek is the protagonist; his objective is to discover
who his wife is sleeping with and punish him; the subplot poses a
major chstacle to Kralik, it presents a variation on the theme of se-
cret lovers and mistaken identity, and it's used at critical times to
cut away from the suspense surrounding Kralik's and Klara's rela-
tionship.

Klara is the protagonist of the scene. Her cobjective is getting the
night off and the chief obstacle is that the person who can get her the
night off is her antagonist, Kralik. She goes about pursuing her objective
using indirection: instead of coming right out and asking him, she acts
extremely nice to him, complimenting him as a boss, claiming that she’s
learned a lot from him, and even thanking him for telling her not to
wear the green blouse with the yellow dots—the second payoff of that
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motif. All the while, she’s helping him rearrange luggage—business that
the actors are given by the storytellers to enrich and render visual the
verbal aspect of their interaction. In addition to the dramatic irony of
Klara using subterfuge to manipulate Kralik, the whole scene plays, too,
with the subtle line of irony that, unknown to Klera, the person she
hopes to meet by getting the night off is none other than the man she’s
asking to help her get the night off.

When at last she judges the moment is right, she asks him the big
question, This is the moment of recognition for Kralik, whe, cutraged
at realizing her game, rejects her request. Both dramatic and ironic ten-
sion are simultaneously resolved. In the stormy aftermath, Klara tells
him she does plan to wear the polka-dot blouse after all (its third pay-
off}, then heads out into the shop and pleads directly with Mr. Matu-
schek. When Kralik piles on and also asks for the night off, Mr.
Matuschek explodes in a tirade, momentarily interrupted by a comic
interlude with a customer and an ili-timed personal phone call to Piro-
vitch. In the end, Mr. Matuschek saves his most bitter words for Kralik,
who responds that “perhaps it’s time to call it a day”™—a dangling cause
that is picked up in the following sequence.

The dramatic tension of the sequence—will Kralik get the night
off?—has seemingly been resoived with a positive outcome, but the
price paid in anguish makes it seem a pyrrhic victory.

At this point, Mrs. Matuschek phones again, reminding Mr. Martu-
schek to send more money. Matuschek asks Vadas to deliver it, closing
off the dangling cause introduced at the start of the sequence.

Sequence D: The Advantage of Being a Boss

The major subplot, or “B” plot-——Mr. Matuschek’s marital prob-
lems—is the primary focus of this sequence, which runs just under
fourteen minutes. It is unified by dramatic tension: it has a clear protag-
onist, Mr. Matuschek, who has an objective—to discover who is sleep-
ing with his wife.

His first order of business is to fire Kralik, the man he’s convinced is
the guilty party. There is a brief scene of preparation by contrast before
he gets fired, in which Kralik straightens out his tie and the other em-
ployees give him signals of encouragement as he heads into the boss’s
office. When Kralik emerges afterward, he delivers the news using indi-
rection—instead of telling them he's been fired, he reads aloud the letter
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Aftermath Scene

While the bulk of the tools discussed in this volume deal with creat-
ing anticipation and otherwise directing the audience’s attenticn
toward the future, it is worth briefly discussing a type of scene that
deals more with what just happened than with what is about to hap-
pen: the aftermath scene or aftermath beat. Like a scene of prepara-
tion, an aftermath scene provides punctuation in the story, allowing
the storyteller to lend emphasis to certain mements deemed impot-
tant. They invariably follow emotionally charged scenes, and are usu-
ally characterized by little or no dialogue or activity, and are heavily
atmospheric, often enhanced with music. Two of the mast famous
aftermath scenes are contained in movies in this volume: the last
scenes of Nights of Cabiria and The Graduate. As with scenes of
preparation, aftermath scenes can usually be cut out without affect-
ing the plot, but they have a profound impact on the emotional im-
pact of a film.

of recommendation Matuschek had given him. He then uses a series of
props to express his inner state—he crushes underfoot the carnation he
wis going to use as an identifier in his anticipated meeting with his lover
{first payoff of the carnation motif), then turns in the tools of his
trade—his sales record book, pencils, and key, the latter the planting of
a motif paid off in two sequences hence. Kralik says his good-byes, and
Pirovitch assures him they will see each other again—a dangling cause
picked up later in the sequence.

A Drief, silent aftermath scene (see text box, abave) occurs after the
door slams behind Kralik and all the employees stand silently. The mo-
ment is interrupted by a phone call to My, Matuschek, who excitedly
invites the caller to come over immediately. This in turn leads Matu-
schek to let everyone go for the evening. Before he goes, Pirovitch leaves
a message tor Kralik, telling him he’ll be stopping by that night—
picking up on a dangling cause and sefting up an appointment. After
this, Vadas approaches Mr. Matuschek and tries to invite himself to din-
ner in another example of verbal indirection: he talks about how beauti-
ful the dining room table is, and how wonderful it must look at a dinner
party, but never explicitly says what's on his mind. This motif—
someone attempting to invite himself to dinner—is paid off in the last
sequence of the picture.
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After everyone is gone, a private detective arrives and delivers the
news to Mr. Matuschek: Vadas is the employee having the affair with
Mrs., Matuschek, much to Mr. Matuschelk’s surprise, who had clearly
thought it was Kralik. Mr. Matuschek dismisses the private eye and,
emotionally devastated, attempts to kill himself. The effort is thwarted
by the timely arrival of Pepi. The suicide scene is done using visual indi-
rection: we hear the gun and see the damage the bullet makes to a chan-
delier, but never see Mr, Matuschel fire it,

A brief aftermath scene ends the sequence, with Pepi staring at a dis-
traught but evidently unharmed Matuschek.

Sequence E: Fractured Symmetry

The “A” plot resumes in this ten-minute sequence, which is again uni-
fied by dramatic tension: Kralik as protagonist, whose objective is to
salvage the relationship with his lover. It opens with Kralik and Piro-
vitch arriving at the café so that Pirovitch can deliver a note to the un-
known lover. The moment of recognition—at least for Kralik—is at
hand, and audience anticipation of thai moment is intensified by retar-
dation (see text box on page 24), derived through a running commen-
tary by Pirovitch on the various women in the restaurant, then by his
partially obscured view of Klara, and finally by his roundabout way of
giving Kralik the news (“if you don’t Iike Miss Novak, I can tell vou
right now, you wor'i like this girl”).

When the moment of recognition comes at last to Kralik, the main
line of ironic tensicn is only partially resclved: now Kralik knows the
truth, but Klara does not. This asymmetrical treatment of the ironic
tension is noteworthy. It would have been entirely possible for the
storyteller to continue developing the dramatic irony purely symmetri-
cally, with both characters remaining in the dark until the resolution at
the end, whereupon both would recognize the mistake. By fracturing
the symmetry in this way, the screenwriter is able to explore the premise
from a new, fresh angle while in the middle of telling the story, in effect
giving the audience two films for the price of one: the first one about
two lovers with a mutuwal misunderstanding, and the second about a
man who pursues 2 woman by using secret information he has about
her—i.e., her delusion about who he is. Such changes in the angle of
exploring a premise are central to the success of many movies, and lack
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of such variations can make a film feel “one-note,” predictable, or
boring. W

The scene ends with Kralik putting the note back into his pocket and
walking away from the café, intent on leaving Klara to wait in vain.

The film now switches to inside the café, where another scene of
preparation occurs between Klara and the waiter, who relates stories
about previous blind dates at the café, and how some had gone well, but
others hadn’t. These stories do more than stoke Klara’s anxiety about
her anticipated date; they also advise the audience about what to hope
for and what to be afraid of~the function of a scene of preparation.
The dramatic irony of Kralik’s expressed intent to leave her there hangs
heavily over the scene.

Kralik enters the café soon after the waiter departs and pretends to
run into Klara by accident. Henceforth, the scene takes on a traditional
dramatic shape: Kralik is the protagonist, and his objective is reconcilia-
tion with Kiara. The emotional impact of the scene is of course greatly
intensified by the irony caused by Klara’s ignorance of the fact that
Kralik is the one for whom she’s waiting.

Kralik uses indirection in his attempt to break the news to Klara and
salvage their relationship. Instead of announcing that he’s the “dear
friend” of the correspondence, he talks about how little the two really
know each other, and how he thought highly of her when she first
started working for him. He tells her that people seldom go to the trou-
ble of scratching beneath the surface to find their inner truth—a suc-
cinct staterment of the theme of the picture. At one point he offers to
take the place of her date if he doesn’t show up—as close as he gets to
disclosing the truth about himself. Unfortunately, she rebuffs him at
every turn, at last calling him an “insignificant little clerly,” and the
scene is resolved in the negative: Kralik fails to woo her. Further, he fails
to tell her he’s the “dear friend,” and so that line of ironic tension is left
dangling as the scene ends.

This moment comes 58% of the way into the film, within range of a
first culmination. Tt represents a significant, plausible outcome of the
story: Kralik and Klara don’t wind up together. It is in fact the mirror
opposite of the resolution, which occurs in the last minute of the flm.
But this moment actually fulfills two functions. In terms of overall
structure, it provides an emotional upheaval near the middle, but in
terms of the main plot line, it actually serves as more of a second culmi-
nation—the end of the second act. The following sequence actually re-
turns to the main subplot, and when the film returns to the main plot
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Figure 4. Klara calls Kralik an “insignificant clerk,”” prompting him to
abandon her at the café. This moment, occurring at the end of Sequence
E, proves to be the low paint in their relationship and provides a reason-
able glimpse of a possible outceme of the picture: the two never wind up
together, and Klara never finds out the identity of her pen pai/lover. The
actual resoluticn is, of course, the mirror oppesite. (Frame enlargement)

line in Sequence G, the dramatic question—Will Kralik wind up with
Klara despite the misunderstanding?—has undergone a significant
change.

Sequence F: The Keys to the Kingdom
This eleven-minute sequence is a contrast 1o the “dramaric relief” of
the previous two in its return to a more upbeat, comedic tone, and is
unified by dramatic tension, but only slightly so: the protagonist is
Kralik, and his objective is to take over the reins of the business, but
there is little in the way of obstacles.

After Pepi has a brief comic exchange with the docfor, he takes Kralik
In to see Mr. Matuschek, who is bedridden but in a good mood. Matu-
schek rehires Kralik and elevates him to store manager, handing him
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the store key. The use of this prop not only pays off the motif estab-
lished earlier when Kralik was saying his good-byes, it is also a visual
expression of the change in their relationship. Three dangling causes
mark the end of the scene: Kralik’s promise that this Christmas will be
the best in the history of the store, Pepl’s success in eliciting & promo-
tion from Mr. Matuschek, and Mr. Matuschek’s instructions to Kralik
to fire Vadas quietly.

The last of these is picked up first, when Kralik, happily returning to
the shop and receiving congratulations from everyoune, quickly assigns
Vadas a time-consuming and pointless task. This scene is imbued with
dramatic irony-—as Kralik toys with Vadas, the latter is unaware of the
fact that Kralik knows about his affair, and that he’s soon to be termi-
nated.

The next dangling cause is picked up when Pepi emerges from a hab-
erdashery, done up in expensive-looking new clothes and a hat—wisual
evidence of his transformation in status. He delivers the news about Va-
das’s affair and Matuschek’s atternpted suicide through indirection—
letting the others listen in on his phone calls,

After this, Kralik finally finds an excuse to fire Vadas (his criticism of
Klara). In the ensuing scuffle, Vadas is knocked into the display of ciga-
rette boxes—yet another payoff of that motif,

Sequence G: The Pursuit of Klara Begins

The remaining two sequences return the focus to the main plot, cen-
tered on Kralik’s pursuit of Klara. This refocusing of attention also
marks the transition from second act to third. As noted previously, the
main tension was premised on symmetry—neither Kralik nor Klara
knew the truth, and the hopes and fears of the audience were bound
up in the question of whether the misunderstanding would doom their
relationship. Now, with the fracturing of the symmetry yielding light on
the situation for Kralik but not Klara, a new question has replaced the
old: will Kralik succeed in wooing Klara despite the misunderstanding?
The character-with-objective pattern of the third act imbues it with dra-
matic tension, but dramatic irony remains a significant element of audi-
ence involvement right through to the end of the picture.

The sequence begins with Klara reaching forlornly into an empty
post office box, then returning to work, cnly to discover Krallle has be-
come the manager—a developrent that causes her to faint. Klara winds
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up in bed, and Kralik visits and begins to woo her—using, appropriately
enough, indirection. Rather than reveal immediately and direcily who
he is—the “dear friend” of their correspondence—he chooses instead
to seduce her by writing a letter to her and pretending he is not the one
who wrote it, said letter being very complimentary to him (describing
him as a “very attractive young man”). The scene has no dramatic con-
flict and is sustained instead with the dramatic and comic irony (Klara
tells him it’s “difficult to explain a man like him to a man like you™).
Kralik’s approach amounts fo a distant echo of the sales technique Klara
used on him twice before—while trying to get a job during their first
meeting, and later when she tried to manipulate him into giving her the
night off.

The effect of the letter is intoxicating on Klara—she promises Kralik
she’ll be back the next day and will sell more goods than ever before—a
dangling cause picked up later in this sequence and the next. Motifs
come into play in the scene-~the word “psychological” is planted here,
the cigarette box is paid off yet again—this time with Klara announcing
her intention to get her “dear friend” one for Christras {much to Kral-
ik’s dismay), and the motif of the wallet bearing family pictures is
planted.

The film now switches to daytime in front of the shop, where Pepi
berates Rudy—the new errand boy-—about being on time, in the proc-
ess disclosing to the audience the fact that it’s Christmas Day. Inside the
shop, Kralik announces that Mr. Matuschek is much better—an update
of his condition that serves to disarm confusion that might arise in the
final sequence, when Matuschek shows up at the shop.

The twelve-minute sequence ends with a scene that picks up on the
dangling cause of Klara’s intertion to buy the cigarette box for her
“dear friend.” Pirovitch persuades her to buy a wallet for her friend in-
stead, using—as usual—indirection: he starts by telling her he wants to
get a perfectly awful present for a relative he dislikes, and he thought
the cigarette box would be perfect. After the scene, Pirovitch informs
Kralik that he’s succeeded, a surprise twist revealing the two had been
in cahoots on the issue.

Sequence H: The Best Christmas Since '28

The final sequence of the film, like the first, is unified by place and time,
in this case the shop on Christmas Eve. It begins with Mr. Matuschek
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arriving outside his store in the bustle of Christmas Eve. Here, in yet
another example of verbal indirection, he attempts to sell a suitcase to
two women by pretending to be just another window shopper.

After this blows up in his face, Mr. Matuschek enters the shop and
congratulates everyone on the best Christmas sales since 1928. The fol-
lowing scenes—involving the handouts of bonuses (a payoff of a motif
from Sequence B) and Mr. Matuschelc’s attempts to get himself a date
on Christmas Eve (paying off the motif planted by Vadas}—amount to
an epilogue: the script revisits all the various characters, with references
to issues developed during the story (Kralik having other plans, Piro-
vitch staying home with his family, Pepi going off on a date, and finally
Rudy, the new errand boy, with no place to go). This unusual placement
of the epilogue before the resolution of the story is a bow to the fact
that the remaining tension is largely ironic; what will happen when
Klara finds out the truth? The resolution of that tension does not deliver
the emotional impact of a more dramatically driven piece {such as Toy
Story), so the need for an epilogue to bring the audience down from
that emotional high is not as great. By placing the epilogue before the
resolution, the remaining tension imbues an epilogue that otherwise
might not have the emotional power to sustain audience interest.

With only Kralik and Klara remaining in the shop, all that remains
on the agenda is the moment of recognition for Klara: how will she react
when she finds out the truth? Will she still love the “dear friend” when
she finds out who it is? Here, the screenwriter exploits the situation for
maximum effect, delaying the moment of recognition—miltking the
comic and dramatic irony of the situation—through a full ten minutes
before finally delivering the goods.

First Kralik sees Klara wrapping the wallet for her “dear friend,”
closing off that dangling cause. Klara tells him she thinks she might have
an engagement ring when she returns to the shop, and Kralik replies
that he’s meeting someone that night, and it’s serious; Klara suggests
they may both be engaged come Monday—a dangling cause delivered
in full comically ironic fashion. During the conversation, Kralik gets
some timely exposition about her initial attraction to him, in which the
“psychologically mixed up” motif is paid off twice.

After learning this, Kralik uses verbal indirection to finally land her,
creating an elaborate story about how he'd already met Klara’s lover, a
Mr. Popkin, and proceeding to torment her with less-than-flattering de-
tails about him. He proves to be the ultimate salesman, drawing such a
dreary picture of her anonymous lover so that when he finally reveals
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the truth of the situation to her, he is a much better catch by compar-
isen.

Once this last thread of ironic tension is resolved, there remains only
a brief gag about Kralik’s bowleggedness, a payoff of the motif planted
at the café, before a loving embrace ends the picture.

Sequences in the original screenplay: a comparison

As was standard practice iz 1940, Sarmson Raphaelson’s criginal screen-
play was marked by sequence. There are six in all, labeled A-F, and vary
in length of running time from six to twenty-three minutes. Sequence
A encompasses both of what T identify as the first (wa sequences—the
ensernble setup and Klara’s quest for a job. [t’s logical to group these
together in the sense that, together, they constitute the bulk of the setup
for the film as a whole. As detailed above, though, Klara’s arrival signals
a significant shift in the action; in fact, with the exception of a one-and-
a-half minute scene between Kralik and Matuschek, Klara is onscreen
continuously from the moment she enters to the moment she succeeds
in selling the cigarette box, and her objective—getting a job—touches
on all the action, including the brief scene between Kralik and Matu-
schelk. From a writer's point of view, ii’s more useful to see thern as two
distinct sequences to be tackled in succession, rather than one large
chunk of story,

The screenplay’s Sequence B and my own Sequence C (Kralik and
Klara trying to get the night off) are in accord; the screenplay’s Se-
quence C combines both of my Sequences D and E. The logic of t.he
screenplay’s grouping appears elusive at first; of those twenty-four min-
utes of screen time, fourteen take place at the shop and involve the “B”
plot—Matuschek fices Kralik, finds cut Vadas is the guilty party, and
atternpts suicide. The next nine move to a new location—the café—and
return to the “A” plot—Kralik finding out Klara is the “dear friend.”
Their unity seems to be thematic—both depict 2 man discovering
something about the wormnan he loves. However, from a writer’s view-
peint, tackling these two portions of the story separately imakes the job
easier. o

The screenplay’s Sequences D and E are largely similar to my own
divisions (Sequences F and G); on the final sequence, my analysis and
the screenplay’s demarcation are in agreement.
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Sequence Breakdown

Seq.

Running
Description Length Time

ACTI
(Script Sequence A)

Opening of film (excluding titles, whick run 1:17) to 8:39 8:39
Matuschek telling the Miklos Brothers on the phone (9%)
that he doesn’t want the cigarette boxes. Unifying

Aspect: Place and time. Protagonist: Ensemble.

Point of attack: Klara’s entrance.

Klara enters and tries to gei a job; she finally succeeds 8:50 17:29
by selling the cigarette box to the female customer. (18%)
Unifying Aspect: Dramatic Tension. Protagomst: Klara.

Objective: A job.

{Script Sequence B}

ACTII
(Main tension: Will Kralik and Klara get together despite the
misunderstanding?)

Kralik and Klara argue about the polka-dotted dress; 15:19 33:48
Kralik reveals to Pirovitch he’s going to ask Mr. (35%)
Matuschek for a raise and then meet his pen pal.

Predicament: Kralik has unwittingty fallen in love
with a woman he hates (23:45—25%}

Matuschek talks on phene to his wife, who is asking for
yet more money; Kralik is rebuffed by Matuschek—and
his offer to make a delivery to Mrs. Matuschek is
refused. Unifying Aspect: Dramatic Tension. Protagonist:
Kralik. Objecrive: The night off.

(Script Sequence C)

Matuschek fires Kralik, sends everyone else home, 13:52 47:40
discovers true identity of the man his wife is {49%)
seeing—and attempts suicide. Unifying Aspect:

Dramatic Tension. Protagonist: Matuschek. Objective:

To find out who is sleeping with his wife.

Pirovitch and Kralik venture to restaurant; Kralik 8:51 56:31
discovers it's Klara; Kralik goes to talk to her. She {58%)
rebuffs him, calling him an “insignificant clerk.”

Unifyirig Aspecr: Dramatic Tension. Protagonist: Kralik.

Objective: To keep hope for love with Klara alive.

First Culmination: Klara calls Kralik an “insignificant
clerl,” Kralik exits the café (56;22—58%).
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(Script Sequence D)

F Kralik is re-hired by & bedridden Matuschek, fires
Vadas. Unifying Aspect: Dramatic Tension. Protagonist:
Kralik. Objective: to take the reins at Matuschek & Co.

ACTIII

G The film returns to the main plot, and refocuses onto
Kralik’s quest for Klara, which initiates the third act
tension. Kralik will try to use his newly won power and
position to rescue their relationship. In this sequence,
Klara reaches into empty mailbox, then faints upon
seeing that Kralik is indeed the new boss; Kralik visits
her in bed—then, with the help of Pirovitch, gets her to
give him a wallet.

(Script Sequence E)

Unifying Aspect: Dramatic Tension. Profagonisi: Kralik,
Objective: Klara.

Second Culminatior; Kralik visits a bedridden Klara
(1:09:30—72%).

(Script Sequence F)

H Matuschek arrives outside store on Christmas Eve, then
goes inside, congratulates everyone, hands out bonuses,
gets himself a date, Alone with Klara, Kralik seduces her
away from her fictitious lover, then finally reveals the
truth about himself and the letters. Unifying Aspect:
Place. Protagoenist: Ensemble.

Epiiogue: Matuschek congratalates them on a fine job,
gives out bonuses, gets himself a date.

Resolution: Xlara embraces Kralik,

10:42

11:50

17:47

1:07:13
(70%)

1:19:03
(82%)

1:36:30
{100%)




Double Indemnity: Flashback
to the Future

Relcased in 1944 as a much-anticipated cinematic adaptation of a
James M. Cain novel considered too risqueé for the screen, Double In-
demmnity wound up winning several Acaderny Awards, among t}‘lem Bes-;t
Screenplay. It is noteworthy as a collaboration between Billy Wilder {di-
rector) and Raymond Chandier (detective novelist who wrote the
script) that generated the classic film noir. .

Because it uses the principle of flashback, Double Indemnity test.s the
basic theory of dramatic tension—that audience attention is a.chlev?d
by creating in them hope and fear about the outcome of a question: will
a character get his or her objective? In this picture, the protagonist, Wal-
ter Neff, tells the audience at the outset the outcome of his quest, ye.?t
the movie remains intensely involving. This is because while the audi-
ence knows the ultimate outcome, it is unaware of when it occurs and
under what circumnstances. Thus, as the scenes unfold, the storytellers
can still manipulate the audience’s hopes and fears, though the question
posed to the audience differs slightly from when the audience does naf
know the outcome. That is, whenever Neff runs into an obstacle, the
question becomes not so much “will he overcome this obstade?”.as
“will this be the obstacle that proves his undoing?” The hope rernam,S
the same: that he’ll overcome the obstacle. And the fear that he won't
is, if anything, enhanced by the audience’s awareness that Neff is ultt-
mately doomed.

6 —
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Sequence A: Doing Ninety it the Parlor

The first sequence runs fourteen minutes and is unified by dramatic
tension: Neff is the protagonist and his objective, contained in a single
scene, is to sell insurance te Phyllis. The first six minutes of the sequence
set up Neff’s circumstances that render the scene with Phyllis compre-
hensible.

The opening of the picture begins with a puzzle, aimed, as is typical
in a successful picture, at arousing curiosity. The title sequence itself
features a silhouetted figure on crutches moving ominously toward the
audience while grand, intense music announces the dark, dangerous,
suspenseful nature of the subject matter. The riddle of the man on
crutches is not answered, but is instead supplanted by another puzzle: a
car driving recklessly late at night on rain-slicked streets. Who's driving
it? Why? What’s wrong? Is someone after him?

Even when the car skids to a stop and the door opens, we are not
allowed a glimpse of the face of the person who emerges, so even that
mystery is milked for a minute or so longer. In the elevator shortly
thereafter, the answers to the puzzle come at last: the man’s name is
Neff, he works in the insurance business, and he's not much interested
in small talk at that time.

More substantial answers to the mystery do not come until Neff be-
gins dictating a memo to his friend Keyes, almost five minutes into the
film. Even here, though, the answers are given as pieces of a tantalizing
puzzle, with important parts left out. Neff mentions the Dietrichson
case, the fact that it was murder, and confesses his guilt in it 1n this
confession, he describes himself using the terminology of the insurance
business: age, height, occupation, health, even though he is addressing
a friend who would know these things. This use of irony in the dia-
logue—Neff pretending that his friend doesn’t already know these
facts—serves both the function of adding extra richness to a painful
confession, while simnultaneously giving exposition to the audience—
facts about the protagonist ave thus smuggled in without the audience
realizing it. After confessing his guilt, Neff begins to relate the tale, send-
ing the narrative into the past, where the story proper begins—six min-
Utes into the sequence. oo

Neff’s introductory monologue runs just aver two minutes, and even
thc‘_“ gh it amounts o a monologue, it still has within it a subtext: an
action verb, something Neff is trying to do aside from relating informa-
Bon. The memo is presented a5 a polemic—an argument with Keyes, in
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which Neff will show how Keyes has an over-inflated opinion of him-
self, thinking himself “such a wolf on a phony claim.” When Neff be-
gins relating the story, “It began last May . . . he is doing more than
regaling an old friend with an interesting tale; he’s setting out to show
how Keyes was wrong, This dangling cause is finally closed off inx the
last minutes of the film, when Keyes acknowledges, “You can’t figure
them all, Walter.”

In the flashback, Neff arrives at Phyllis’s house e sell her husband
on insurance. The scene plays out in simple dramatic fashion, with Neff
playing the protagonist whose objective is to sell Phyllis a policy, and
the chief obstacle is his sexual interest in Phyllis. When Phyllis responds
to Neff’s flirtation with an accusation that he is exceeding the speed
limit, there follows a famous example of verbal indirection: a discussion
about a traffic stop on the surface conceals sexual sparring just beneath
it. In this scene, the anklet is planted, as well as the notion of accident
insurance; in fact, Phyllis’s query about accident insurance, and Neft’s
subsequent ruminations about it, constituie the point of attack of the
picture. Neff’s initial confession also serves the role of the point of at-
tack, focusing the audience attention on the future and giving us a very
strong sense of what the story will be about. The scene ends with an
appointment: Neff will return Thursday night at 8:00 p.m. to talk to her
husband about the auto-insurance renewal,

Neff returns to his office, where he witnesses Keyes interrogating a
truck driver named Garlopis who has subtmitted a false claim. Here,
Keyes’s great talent for smoking out phony claims is dramatized, the
dialogue motif of the “little man™ inside of him is planied, as is the
visual motif of the cigarette-lighting routine.

The sequence ends when Neff arrives in his own office and finds a
message from Phyllis, rescheduling the appointment. In voice-over,
Neff indicates his intention to go, a dialogue hook that binds the first
sequence to the second.

Sequence B: The Red-hot Poker

The next sixteen minutes of the film introduce and develop a line of
tension quite distinct from that of the first fourteen minutes, which is
why what is marked as Sequence A in the screenplay can be split into
two at this juncture. Whereas the first fourteen minutes hooked the au-
dience with curiosity and found Neff trying to sell insurance, the next
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sixteen follow Neff’s resistance to temptation to cooperate with Phyllis
in a murderous plot, resistance that ultimately proves futile.

The sequence begins with Neff keeping an appeintment established
in the previous scene. Though ostensibly there to sell auto insurance, it
becomes quickly apparent to him that Phyllis has something else on her
mind, which he readily misinterprets as sexual interest in him. His ob-
jective in the scene is a sexual liaison with her, and the chief obstacles
to that objective are her persistent questions about insurance. In the
end, when Neff realizes what precisely she is asking for—an accident
policy on her husband which would enable her to murder him and cel-
lect a large sum of money—he abandons his sexual objective and re-
treats.

The dramatic tension of the sequence is thus set up four minutes
into it: NeHf must resist Phyllis and her devious plan. He does this at
first by food, drink, and bowling, then, when Phyllis arrives at his apart-
ment, by stridently pointing out all the things that could go wrong with
such a scheme. As Neff describes how Keyes would react if she were to
file a claim after murdering her husband, he is doing more than fighting
off temptation and trying to talk Phyllis out of it; he is alsc smuggling
exposition to the audience (explaining all the obstacies that await them)
and setting up a reversal (see text box on reversals, page 168).

The reversal is crucial because of the implausibility of the premise.
What would drive a relatively normal, law-abiding citizen who has
never done anything more ethically questionable than sell vacuum
cleaners to agree to kill a perfect stranger for the sake of money he
doesr’t need and 2 woman he’s just met? The storytellers had several
options at their disposal; they could’ve made Neff desperate for money
for some reason, ot given him a history of criminal activity, or given
him some personally acrimonious relationship with Mr. Dietrichson.
Instead, they left the character and situation essentially as presented in
the Cain novel, and opted for a reversal, in which the protagonist resists
the temptation full-bote, giving+the audience a glimpse of an alternate
outcome (he successfully resists), then succumbs. (Note: while present
in the Cain novel, the reversal is less developed). A cutaway to the pres-
ent day, with Neff continuing his memo to Keyes, provides the audience
with additional justification; Neff had fong been tempted to try to
“crook the house,”” because he knew the industry from the inside.

When Neff finally tells Phyllis ke'll help her do the murder, the dra-
matic tension in the sequence is resolved in the negative. In the three-
minute epilogue of the sequence, Neff launches into a series of dangling
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causes, hooking the sequence with those that follow: they're going to get
away with it because he knows how to do it right; everything will be
perfect—nothing overlooked, nothing weak-—he and Phyllis must never
be seen together, they must watch every move carefully, “it’s straight
down the line.”

When Neff watches Phyllis’s car drive off in the rain—a classic exam-
ple of both visual indirection (we hear the car but see only Neff’s face
as he watches it} and aftermath (the scene is light on dialogue and heavy
on atmosphere; see text box, page 54}, both the sequence and first act
draw to a close. As in Toy Story, there is something of a curtain between
the acts—in this case, a cutawzay to Neff in the present, speaking into
the Dictaphone and explaining the nexi phase of their scheme.

Sequence C: Setting Up the Murder

At the outset of the second act, the main tension is clear: will Neff get
the girl and the money? This sounds like two objectives but since they’re
entwined, they function as one. The answer to this question was of
course given explicitly by Neff in the opening Dictaphone scene. What
drew the audience into the story at that time was curiosity-—not
whether he’ll obtain his objective, but rather, how did he fail? By this
point in the movie, dramatic and ironic tension are both used to engage
the audience’s emotional involvement—irony created by cur fore-
knowledge of the outcome, which creates a sense of anticipation—and
dramatic tension as well, sitce, as discussed previously, the audience
doesn’t know which obstacle Neff encounters will be the one that dooms
him, so the issues of hope and fear central to dramatic tension remain
in play.

The fourteen minutes of Sequence C are concerned with Neff and
Phyllis setting up the murder, and involve two reversals, the second of
which spins into Sequence D and the murder itself. The opening scene
is set up in the voice-over narration—Neff has to get Dietrichson’s sig-
nature without Dietrichson’s knowing about it, and with some witness
present. The rest of the scene proceeds with dramatic irony as the pri-
mary means of audience engagement: there is little conflict in the scene,
just Neff trying to sell Dietrichson on an accident policy, Dietrichson
refusing, and Neff getting him to sign twice. The emotional power in
the scene comes from the audience’s superior knowledge—and fear that
Dietrichson will find out what it is he's really signing. One bit of infor-
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E

Figure 5. ‘Walter Neff watches Phyllis drive away in a brief aftermath scene
in Double Indermnity (1944), a medium shot that ends Sequence B {and
first act) of the picture. Like Tov Story and The Graduate, this film features
& “‘curtain’’ after the first act—in this case, a cutaway to Neff narrating
into & Dictaphone at his office, where he sets up the dramatic tension of
Sequence C. In both Toy Story and The Graduate, a musical interlude
serves as a curtain. (Frame enlargement)

mation revealed by Dietrichson becomes important immediately after-
ward: his anticipated trip to Palo Alto. After succeeding in getting
Dietrichson’s signature, Neff explains to Phyllis the “double indemnity”
clause, and tells her that Dietrichson must take the train—z forceful
dangling cause.

When Neff leaves the hiouse, he encounters the firsi potential obsta-
cle: Dietrichson’s daughter Lola is in his car, in need of a ride. Neff
maintains his cool, and in the process the Lola—Nino subplot is estab-
lished. The dramatic irony of the scene—audience knowledge that Neff
is actually planning to kill Lola’s father —infuses it with emotion, so that
the expository function (giving the audience information about Lola’s
circumstances and romantic aspirations with Nina) is concealed.

The first reversal of the sequence comes in the following scene at the
Los Feliz market, where Neff explains to Phyllis how everything is falling
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into place, only to have her deliver the unfortunate news that Dietrich-
son has broken his leg, and the trip to Palo Alto has been cancelled.
Phyllis wants to go ahead with the plan in some form, but Neff warns
her against it, a dangling cause closed off at the end of the sequence.

The following scene, featuring Keyes trying to talk Neff into taking a
desk job, utilizes preparation by contrast in order to set up another re-
versal. In Neff’s voice-over narration, he speaks of the fates watching
over him to prevent him from doing something he shouldn’t do, and in
the scene with Keyes he is generally upbeat. This moment is really the
first glimpse of a potential outcome of the film—Neff doesn’t go
through with it. When Phyllis calls with the news that Dietrichson is
going to Palo Alto after all—and on the train, as they’d planned—the
reversal is effected. The scene, which had previously been driven by dra-
matic tension—IKeyes trying to persuade Neff to take a desk job—now
switches to ironic tension, with Keyes hovering in the background while
Neft and Phyllis speak surreptitiously on the phone. When Neff lights
Keyes’s cigar at the end of the scene, the sequence also comes to an end,
with the plan having overcome its one significant obstacle.

Sequence D: Dietrichson Makes a Wrong Turn

This thirteen-minute sequence is in essence a short film aboui two peo-
ple committing a murder, and it ends when the murder is complete, Its
engine is overwhelmingly dramatic—will Neff and Phyllis pull off their
murder? Still, two layers of irony suffuse it—the overriding layer of the
audience’s foreknowledge that the two will ultimately fail, and the inter-
mittent layer that occurs whenever the two are in contact with other
characters, who don’t know about their conspiracy.

Neff’s voice-over narration at the outset provides the sequence’s
“first act” setup, and also a good deal of preparation. He recounts how
he set up his alibi and arranged the doorbell and phone so that he'd
know if he had visitors or callers. These steps help enhance the anticipa-
tion of the actual murder, which has been planned for some time.

When Neff gets into the back of Dietrichson’s car three minutes into
the sequence, the setup is complete and the sequence’s “second act™ be-
gins. After some irenic dialogue between Dietrichson and Phyllis, in
which he assures her he'll be back in a few days, Neff kills him. When
they arrive at the train station, Ne(l and Phyllis exchange words in a
recapitulation scene, in which Neff lays out a series of dangling causes
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to be picked up as the conspiracy unfolds. Once on the train, Neff hobbles
to the cbservation car at the rear (paying off the motif of the silhouetted
man on crutches {rom the title sequence) and is about to leap onto the
tracks when the character Jackson interferes. Dramatic irony infuses this
scene, forcing Neff to be discreef as he attempts to get Jackson off the
platform. When he succeeds, Neff leaps from the train and he and Phyl-
lis complete their “impersonation.” A last-rninute problem with their
car’s engine threatens to be their undoing until Neff is able to start it.

The sequence concludes when Neff drops off Phyllis, then heads
home, and we revisit the preparations he made for the night of the mur-
der. Neff's voice-over narration ends with a chilling dangling cause: he
expresses fear that everything will go wrong, that he is walking the walk
of a dead man.

Sequence E: Apparent Triumph

The fth sequence, which runs just under fourteen minutes, is unified
by Neft’s desire to weather the stormy aftermath of the murder without
giving himself away, and is comprised of two important reversals set up
by preparation by contrast, both of which are notably absent from the
James M. Cain book. How these moments of the story are handled is a
good example of the virtuosity of the Wilder-Chandler collaboration,

During the first five minutes of the sequence, much attention is given
to creating a sense of impending doom, picking up on the dangling
cause of the previous sequence. This is accomplished by withholding
important information from the audience as long as possible, then de-
livering it for maximum effect.

The sequence commences with Neff narrating in his office and de-
scribing his fears of exposure. The scene flashes back to his office build-
ing, where Neff runs immediately into Keyes, who says something is
wrong with the Dietrichson case, and who leads Neff to a meeting with
their boss, Norton. The scene is infused with dramatic irony—audience
fear that the secret will come out and Neff will be exposed.

In the meeting with their boss, Nerton anncunces he is not satisfied
with the conclusion of accidente] death in the Dietrichson case-—but he
does not say why. The meeting is interrupted by the arrival of a visi-
tor-—a new development that delays Norton’s delivery of his objections
to the case. This is a classic example of retardation (see text box, page
24)—the audience is made to fear Norton'’s conclusion, but is also made
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Figure 6. Neff's best friend, Barton Keves, makes an unexpe_cted and un-
welcome appearance at Neff's door while Phyllis is en route |_n _Sequence
E of Double Indemnity (1944), The scene is driven by dramatic irony, and
delivers a devastating blow to Neff’s hopes for his scheme’s success.
Careful use of preparation—complete with Neff declaring that he fzels the
maney is as good as in the bank—is paid off by contrast when K_eyes ar-
rives and expresses his suspicions. Neff's upbeat mood before_ this scene
provides the first culmination of the picture—a reasonable glimpse of a
possible outcome, namely that he and Phyllis succeed. (Frame enlarge-
ment)

to wail before hearing what it is, The suspense is thus milked for maxi-
mum effect,

Just before Phyllis enters, Norton urges Neff and Keyes to “watch me
handle this”—a dangling cause enhancing our anticipation, When Phyl-
lis arrives, Norton makes introductions and then begins to make his
case against her. At last, Norton announces his conclusion that it was a
suicide—an innocuous conclusion as far as the hopes and fears of Neff
and Phyllis (and the audience) are concerned. This morment of relief is
punctuated by some business involving the glass of drinking waler that
Neff hands to Phyllis, which allows the two to make surreptitious eye
contact. Norton’s identification of suicide as the problem with the Die-
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trichson case is a reversal, set up in the previous four minutes by sugges-
tions of impending doom-—classic preparation by contrast.

Soon after this, Phyllis launches into a diatribe, denouncing Norton
and storming out of the office, earning Norton a rebuke from Keyes:
“You sure handled that one”—closing off the dangling cause from just
before Phyllis’s arrival. Keyes completes the demolition of Norton’s case
in a memeorable lecture about suicide.

The scene with Norton is worth study because it shows two forces
simultaneously at work—dramatic and ironic tension. The scene’s emo-
tional center is ironic—fear that Neff’s secret will be revealed. But the
scene is shaped by dramatic tension— Norton’s desire to prove he’s “no
idiot.” The “first act” ar setup for that tension occurs when Norton tells
Keyes and Neff to watch him “handle this,” an explicit atfempl to show
that just because a man has a large office he’s “no idiot.” When Phyllis
exits, the tension is resolved to the negative (i.e., he fails). Keyes’s subse-
quent destruction of Norton’s case proves to be the “third act” of the
scene, with the business with the glass of water and Keyes’s line about
wearing a tuxedo providing the exclamation point at the end of it,

After leaving Norton’s office, preparation by contrast begins again in
earnest—this time in the reverse of the previous eight minutes. Neff’s
voice-over narration, the lghting, and the music all suggest a positive
outcome to the murder conspiracy. When Neff arrives home, Phyllis
calls him and the two exchange congratulations, and Neff invites her
over, the money, says Neff, is as good as in the bank. These moments
amount to the first culmination of the film—the midpoint moment
when the movie could reasonably end, with Neff and Phiyllis living hap-
pily ever after with $100,000 and no one the wiser about their murder
conspiracy—the mirror opposite of its actual resolution.

Soon after Neff invites Phyllis over, this glimpse of a positive oui-
conte vanishes in the wake of another reversal: Keyes arrives with suspi-
cions about the Dietrichson case, and, unknown to him (but quite
known to the audience) Phyllis o1t the way. The scene proceeds with the
two tools of dramatic and ironic tension, dramatic in that Nef¥ attempts
10 get Keyes out of the apartment before Phyllis arrives, and ironic in
Its primary emotional aspect: fear that Phyllis will arrive with Keyes still
there, and the conspiracy will be exposed. Neff’s casual appointment
with Phyllis has turned into the classic deadline.

Phyllis arrives before Keyes leaves, but happens to overhear him be-
fore she’s discovered. Keyes's dialogue continues ironically in earnest,
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expressing suspicion about Phyllis while Phyllis secretly listens to him.
Keyes enters the elevator after delivering an omincus dangling cause
about arresting her “so fast it will make her head spin.”

The sequence concludes with Neff recounting the new danger—
Keyes will never give up on the case; he'li have her investigated and fol-
lowed, so they can’t see each other for a while. Phyllis objects to the idea
that they must be apart, and he reassures her with an embrace and a
kiss. This slightly positive note provides a striking contrast to the shot
that opens the following sequence: Lola waiting for Neff outside his of-
fice.

Sequence F: The Conspiracy Crumbles

The fourteen minutes of Sequence T proceeds as a series of increasingly
threatening revelations and crises, and its protagonist, Neff, has as his
objective the need to diffuse and disarm them. Along the way, attempts
are made by the storvtellers to use the momentary ¢elevation of hope to
set off further calamity by contrast.

At his office, Neff hears Lola deliver some disturbing news about
Phyllis’s past: it seems that her murder conspiracy with Neff may not
have been her first. The scene is infused with irony: our knowledge, un-
known to Lola, that she is confessing her suspicions of foul play in her
father’s death to the man who engaged in that foul play.

Neff disarms this potential disaster by treating Lola to dinner and
taking her to the beach. The mood again becomes upbeat—Neff noting
that by the second day Lola was able to laugh—just in time for the next
bit of disturbing news: Neff seeing Jackson, the last man who saw him
on the train platform, sitting cutside Keyes’s office.

Ironic tension is milked to maximal effect in the scenes with Keyes
and Jackson. First, Keyes announces he is a great man, having unraveled
the Dietrichson murder conspiracy. He articulates the conspiracy with
devastating accuracy—to the man who was involved in that conspiracy.
Neff makes a feeble attempt to undermine Keyes's theory, then Jackson
is brought in, and here suspense is created out of the fear that the wit-
ness will recognize Neff as the man on the platform.

Neff manages to diffuse the situation by trying to avoid direct eye
contact with Jackson, whose examination of Dietrichson’s photograph
confirms Keves's theory about the murder. After Jackson leaves, Keyes
waorks on the audience’s expectation with several dangling causes: mur-
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der conspiracies always fall apart sooner or later; when two people are
involved it’s usually sooner; Phyllis® lover and co-conspirator will show
himself eventually; if Phyllis tries to sue over a denied claim, he’ll be
waiting, He also plants the dialogue motif about the trolley car.
Afterward, Neff contacts Phyllis urgently for a meeting at the market.
Here, he telis her they can’t go ahead with their plan to cellect the insur-
ance money, and she rejects his assertion. As Phyllis goes away vowing
to make the claim (a dangling cause picked up in the following se-
quence), Neff remarks in his voice-over narration that it was the first
time he’d pictured her dead. The moment marks the second culmina-
tion——the end of the second act—the resclution of the main tension.
The answer to the dramatic question: “will Neff get the girl and the
money?” is answered to the negative. The third act turns on a very dif-
ferent question: “Will Neff extricate himself from the conspiracy?”

Sequence G: The Case Busts Wide Open

The thirteen and a half minutes of the seventh sequence concern Neff’s
realization that murdering Phyllis will allow him to extricate himself
from his trcubles, and his carrying out the murder.

The plan Is germinated in a scene with Lola at the Hollywood Bowl,
where Neff learns that Lola believes Phyllis and Nino Sachetti are the
two who murdered her father. The involvement of Sachetti is confirmed
in the following scene when Keyes reveals to Neff that the “somebody
else”—the person who helped Phyllis kill Dietrichson—has revealed
himself. This leads Neff to sneak into Keyes's office to find out what
Keyes is talking about, and here he discavers that Keyes suspects that
Sachetti is Phyllis’ co-conspirator.

Neff calls Phyllis and malkes an appointment with her: eleven o’clock
that night, with the front door unlocked and the lights out. In voice-
over, Neff reveals his intention tc kill Phyllis in order to gets himself
out of the mess he is in, a moment that marks the end of the “sequence
first act.”

Soon thereafter, Phyllis is revealed to be hiding a gun under her chair
Prior to Neff’s arrival, setting up two lines of ironic tension: each in-
tends o kill the other; neither is aware of the other’s intention. In the
scene, Neff toys with Phyllis for a few moments, explaining the rationale
for his actions. The secret, murderous intentions of both characters in-
fuse the scene with emotion, Neff prepares to kill Phyllis, only to be shet
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first. The two embrace, and Phyllis confesses a change in her rotten
heart to him, which serves as a brief preparation by contrast to Neff's
killing her a moment later.

The sequence ends with Neff greeting Sachetti outside the house and
urging him to call Lola to make up to her, effectively closing off the
Lola=Sachetti subplot.

Sequence H: “Somehody moved the elevators a couple
miles away.”

The death of Phyllis marks the resolution of the picture, and the final
sequence is essentially an epilogue, tying up the relationship between
Neft and Keyes. As in the opening scenes, the final sequence takes place
entirely in the “present,” with Neff completing his narration into the
microphone and Keyes arriving on the scene. The sequence has a simple
dramatic thrust—Neff’s objective, revealed two minutes into the se-
guence, is to make it across the border. Keyes responds to this intention
with a dangling cause: “you’ll never even make the elevator,” a predic-
tion that comes true a minute or so later.

The sequence and film end with a punctuation mark: the payoffs of
two motifs—Neff telling Keyes “T love you, too,” and Keyes lighting
Nefi’s cigarette,

Sequences in the original screenplay: a comparison

This screenplay, like that of The Shop Around the Corner, is explicitly
marked by sequences, this time four in all,* three of them with running
times of about thirty minutes and cne running about half that. Closer
examination again shows that within all the sequences except one (Se-
quence C) there are significant subdivisions in the development and re-
lease of dramatic lension.

Sequence A in the screenplay, like that of The Shop Around the Cor-
ner, encompasses the entire first act. As detailed above and in the ac-
companying chart, it clearly has a significant shift midway through.
Until Phylis calls Neff back to her place and discusses accident insur-

*There was also a Sequence E—a portrayal of Neff’s execution—which was
filmed but not included in the final cut.
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ance with him, she’s just another customer (albeit one he lusts after)
and he just another salesman in the middle of an ordinary day. After
that point, his focus centers obsessively on Phyllis and her propaosal.

Sequence B in the screenplay corresponds to Sequences C and D in
my own analysis. These twenty-nine minutes of screen time encompass
both the planning of the murder and the murder itself, two very distinct
segments of the story, separated by that glimpse of an alternative out-
come—the “fates” that Neff thought might be watching over him when
the initial plan is sheived by Dietrichson’s broken leg.

Sequence C in the script corresponds precisely with my own demar-
cation of Sequence E, while Sequence D stretches across what I consider
three distinct shifts in the story: Neff’s effort to control the collapsing
conspiracy, his murder of Phyllis, and his attempt at the end to escape
to Mexico. These are all united by Neff’s attempts to undo what he has
done {committed the murder), but they are more easily tackled as sepa-
rate beats by a writer.
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DOUBLE INDEMNITY
Sequence Breakdown
Running
Seq. Description Length Time
ACTI
(Script Sequence A)

A Opening confession to Phyllis leaving a message for Neff 14:22 14:22
(excluding opening titles}, Unifying Aspect: Dramatic (14%)
Tension. Protagonist: Neff. Objective: To seli Phyllis on a
car insurance policy.

B Neff visits Phyllis’s place a second time—she suggests 15:40 30:02
taking out an accident policy. He resists and tries to (29%)
escape the entanglement; at the end of the sequence, he
is drawn in. Unifying Aspect: Dramatic Tension.

Protagonist: Neff. Objective: Resist the temptation posed
by Phyllis.
Point of attack: Phyllis snggests accident insurance
without her husband knowing. Also, Neff’s
confession in the epening monologue serves this
function.
Predicament: Neff decides to help Phyllis murder her
husband and get the insurance money.
(Script Sequence B)

ACTII

(Main tension: Will Neff get the girl and the money?}

C MNeff and Phyllis set up the murder, only to find it 14:17 4520
thwarted by Mr. Dietrichson’s broken leg. Unifying (43%)
Aspect: Dramatic Tension. Protagomist: Neff. Objective:

To set up the murder.

D Neff and Phyllis carry out the murder. Unifying Aspect: 12:41 58:01
Dramatic Tension. Protagonist: Neff. Objective: To {55%)
murder Dietrichson.

(Seript Sequence C)

E Neff tries o survive the murder’s aftermath; his hopes 13:45 1:11:46

are first raised when Keyes inadvertently comes to his {(68%)

aid—concluding it was an accident, not suicide, then
dashed, when Keyes becomes suspicious after all.
Uriifying Aspect: Dramatic Tension. Protagonist: Neff.
Objective: To ride out the stormy aftermath without
giving himself away.

First Culmination: Neff thinks he got away with it,
invites Phyllis over (1:06:34—-63%).

Neff finds out about Phyllis’s past role in a murder
(through Lola}; Keyes reveals to him that he's figured
out how the murderers did it; Netf then survives a close
call with Jacksen from Medford, Cregon, and at last
tells Phyllis it’s over. She refuses. Main Tension is
resolved in the negative: Neff has failed to help Phyllis
pull off the perfect murder—now she has become the
enemy. Third-act tension: dealing with Phyllis. Unifving
Aspect: Dramatic Tension. Protagonist: Neft. Objective:
to weather a succession of crises.

Second Culmination: Neff realizes he’s not going to
gei the girl and he’s not going to get the money.

(Script Sequence D)
ACT III

Neff endures revelations about Phyilis and Nino
Sachetti, concludes that his only hope is to eliminate
het. He goes to her place and kills her. Unifying Aspect:
Dramatic Tension, Protagorist: Nefl. Oljective: To solve
his problems by killing Phyllis.

Resolution: Neff kills Phyllis.

Weff sends Sachetti back to Lola, then confronts Keyes
in person, tries to make his final getaway, fails. Unifying
Aspect: Dramatic Tension. Protagonist: Neff. Objective:
To complete his dictation and escape.

Epilogue: Sequence H.

13:44

13:36

6:54

1:24:54
{81%)

1:38:30
{93%)

1:45:26
{100%)




Fellini’s Nights of Cabiria:
Nocturnal Episodes

This picture, which won the Oscar for Best Foreign Film in 1957, pro-
vides a contrast in structure to the others analyzed herein. While by no
means as “experimental’” as the films Federico Fellini made a few years
later, it is still a departure from the American style of cinematic story-
telling. Whereas American films are particularly interested in involving
the audience in a chronological, cause-and-effect story from moment to
moment, Nights of Cabiria is primarily interested in the exploration of
the title character and her circumstances. The course chosen for this
exploration is episodic—the discovery of the character and a series of
tales about her. Still, the film must manage audience attention, and how
it does so, and how it has come tc move audiences for many years, is a
subject worth studying, and pays dividends for the screenwriter who
wants to avail himself or herself of all the tools in the arsenal of cinema.

Nights of Cabiria has eight sequences, but unlike the other movies
analyzed herein, half are connected logically and thematically, rather
than causally. As a result, tools such as dangling causes and telegraphing
are used less. Anticipation is created within the sequences using the
tools of dramatic and ironic tension. Still, an overall main tension is
present, and as a result so too is the dramatic three-act structure. Within
the first quarter of the movie, we discover Cabiria’s desire: she wants
love and respectability. Three quarters of the way through the movie,
she gets it in the marriage to Donofrio, resclving this main tension. The
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third act, of course, reveals the falsity of Donofrio’s love, resulting in a
devastating finale.

Unlike typical American films, though, there is no true resolution.
The story is open-ended; Cabiria’s problems exist before the movie be-
gins, and they continue after the movie is finished. As in The Shop
Around the Corner, the transition from Act I to Act II is invisible to the
characters: it occurs because the audience becomes aware of Cabiria’s
situation, not because some specific event happens to her and forces her
to act, When Donofrio reveals his true stripes in the end, Cabiria is in
essentially the same situation as she was in at the beginning of the pic-
ture—still yearning for love and respectability—only she’s worse off
emotionally and financially.

Even though the character’s situation is thus presented as a cycle and
the storytelling approach is episodic, the sequences depicted in the film
are not interchangeable; the three main episodes—Cabiria’s experiences
with Lazzari, the pilgrimage to La Madonna del Divino Amore, and the
courtship with Donofrio—escalate in emotional intensity, owing pri-
marily to an escalation in the stakes for the main character.

The sequences in Cabiria run from seven to seventeen minutes,
though as originally screened, it had one 23-minute sequence, which is
worth discussing relative to the role that the sequence structure plays in
the maintaining of audience attention. Before the picture was screened
at Cannes, it had an additional seven-minute segment in the fourth se-
quence, after the subject of the pilgrimage 1o La Madonna del Divino
Amore is discussed by Cabiria and her friends, and before they set out
on the pilgrimage. During this segment, Cabiria encounters an enig-
matic man with a sack, and follows him around as he distributes food
and blankets to poor people living in caves outside of Rome. A spirited
Flisagreeme11t about the segment erupted between Fellini, who thought
it belonged in the final film, and the producer, Dino De Laurentiis, who
felt it slowed the pace to a point that was fatal. In the end, the picture
screened at Cannes without the segrnent, which was cnly restored in the
DVD version more than forty years later.

The segment itself is an odd one for several reasons. Cabiria is com-
p}etely passive in it—she participates only as an observer who asks ques-
flons. Further, the only conflict in the segment—two people refusing to
answer questions that Cabirla puts to them—seems forced. These alone
May not have been fatal to the segment, but what is noteworthy—from
a Sequence structure viewpoint—is what ifs presence does to the length
of the fourth sequence. Sequences that run more than fifteen minutes
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run the risk of becoming tedious, because it’s difficult to sustain one
line of dramatic or ironic tension for longer than that. With the “man
with the sack” segment, the fourth sequence runs 23 minutes. Further,
the segment is only vaguely related to the subject of the rest of the se-
quence—the pilgrimage, and the chance for a miraculous transforma-
tion. Confronted with an overlong sequence, a screenwriter ought to
strongly consider ways to set it up and develop it more economically.
The man with the sack sequence is too long for what it accomplishes,
and ultimately the film is probably better without it.

Sequence A: Giorgio

The picture opens with the first example of a device used skillfully
throughout the film—preparation by contrast (see text box, page 24).
An exterjor long shot reveals a man and woman in a loving relationship,
enjoying a tryst in a romantic setting by a river. The use of a puzzle—
arousing the audience’s curiosity-—is in play in the opening minute—
who are these two? What are the circumstances? The puzzle quickly
gives way to dramatic tension, though, when the seemingly idyllic situa-
tion is shattered by the man, who steals the woman’s purse, pushes her
into the river, and flees.

For the next three minutes, audience atiention revolves around the
question of her survival. Here, in another example of preparation by
contrast, the dialogue among the rescuers suggests that she has died; a
Jate-arriving man pronounces her dead just before she comes back to
life. As soon as she does so, she inquires after Giorgio—the man who'd
pushed her into the water. The rescuers express perplexity, and Cabiria
angrily sets herself to the task of finding him.

On display in the first six minutes of the picture are the two chief
concerns of Cabiria—Ilove and respectability. The indignity she’s suf-
fered at Giorgio’s hands has obviously struck a sensitive spot in her, as
evidenced by her less than thankful attitude toward her rescuers. Just
how important her dignity is, and her love of love, becomes clearer
when she arrives at her shack. In her conversation with her friend
Wanda, she betrays herself as a woman deeply in denial—unwilling to
admit what the audience has seen and what Wanda suspects—that
Giorgio was not a lover at all but a user who seduced her, took advan-
tage of her, and nearly killed her for a meager amount of money in her
purse.
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The chief dramatic tension of the sequence devolves around Cabiria
coming to terms—and to the truth—about Giorgio. The challenge for
the filmmaker is that this struggle is an internal one, and the great prob-
lem of drama is that it gains its power by having the audience witness
an unfolding of life being acted out—as seen from the outside—and the
inner struggles of the characters can only be conveyed indizrectly. How,
then, to make an internal struggle external and seeable?

After Wanda spells outl the truth to Cabiria—that Giorgio pushed
him in the river for her money—Fellini relies primarily on props and
the Cabiria’s facial expressions to convey her struggle and transforma-
tion. Cabiria, left alone by Wanda, storms angrily into her house, only
to be confrented by the photos of Giorgio on her dresser. Upon seeing
his image, she smiles and her anger subsides. She heads back out of the
house and paces, deep in thought. She picks up a chicken, strokes it,
talks to herself, realizing she might have died. With this realization set-
ting in, she throws the chicken into the air—a concrete visual clue to an
abrupt change in her inner state—and disposes of Glorgio’s photos and
all the other physical evidence of him by tossing them into a fire, all the
while verbally denouncing him. The scene dramatizes Cabiria casting
Giorgio out of her life, without Giorgio even appearing in the scene.

After she destroys his effects, a scene of aftermath follows (see text
box, page 54}, with Cabiria walking slowly into a darkening sky, hurling
a bottle in a last expression of anger.

Sequence B: Ladies' Night Qut

The second sequence has no causal connection to the first; the audience
is transported to a park where Cabiriz and her fellow prostitutes ply
their trade. This sequence has as its unifving element Cabiria’s desire to
seek a customer, which she finds in the movie star Lazzari,

' More so than the films analyzed-hitherto, the exposition in the open-
Ing sequence of Nights of Calrizza is indirect, and information accumu-
lates gradually. This gradual filling in of pieces of the puzzle of her life
continues in the second sequence. First, the “Grande Dame” who strolls
on the far side of the street greets Cabiria with the statement “Here
comes that psycho again!”"—implying a routine and a past relationship,
and displaying an attitude. Cabiria immediztely notices the new Fiat
that one of the hookers has purchased, and uses it as a springhoard to
¢xpress her values—when you ride in a car, life is better; people think
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you're well-off—a secretary or a daddy’s girl. Here, again, a concrete,
visual object is used to help express an inner state—aspiration.

A radio provides mambo music, inspiring Cabiriza to dance (planting
both motifs), while she trades insults with the grande dame across the
street. Cabiria seems to be enjoying herself until her adversary brings
up the issue of Giorgio, which causes Cabiria to rush across the street
to assault her. Here, again, a physical response is used to express Cabi-
ria’s inner state—her sensitivity to issues that bear on her love life and
dignity.

Cabiria is dragged from the brawl and into the Fiat, which speeds off.
In the ensuing conversation, Cabiria deciares her self-sufficiency—she
doesn’t need a man to take care of her—and insists on being let off in
the high-class district, where Amleto warns her she doesn’t belong.

Eventually, Cabiria finds herself outside a fancy club, where she in-
sists on staying put despite the doorman’s request that she get lost,
Here, she encounters the movie star Lazzari and his girlfriend Jessie in
the middle of a quarrel. In this scene Lazzari warns Jessie that that if
she walks away, it’s over between them-—the first dangling cause of the
picture.

Lazzari, left alone, invites Cabiria into his car, the car serving as a
big, elegant contrast to the tiny Fiat Cabiria had arrived in. With Cabi-
ria’s success in getting a customner at last, the resolution of the sequence
is at hand, but it plays out in a surprising way: instead of going to some
remote location, Lazzari talkes her to another club. Here, the issue of
class is played out, Cabiria being the lower-class “fish out of water,” a
free spirit in a more formal world (this expressed with a payoff of the
mambo/dance motif), tll at last Lazzari decides it’s time to go. The se-
quence ends with an appointment—-Lazzari tells her they’re heading to
his house for dinner—and a payoff—Cabiria insults the two high-ciass
prostitutes she’d first encountered after being dropped off in the high-
class district: she’s hit it big.

Sequence C: A House As Beautiful as Lazzari

The third sequence runs fourteen and a half minutes and is centered
on the relationship of Cabiria and Lazzari. It plays out as an elaborate
preparation by contrast, in a distant echo of the opening sequence. For
the first nine minutes, the action brings Cabiria and Lazzari gradually
closer, both physically and emotionally, till it appears they will iave an
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intimate encounter. The evening is interrupted at the last moment by
the return of Jessie, and Cabiria loses out again.

Though Lazzari coutd be described as the protagonist of the se-
quence—his objective being an evening of amusement with his new
plaything—a street prostitute—the dramatic thrust of the scene is
muted. Lazzaxi is preoccupied with his problems with Jessie, while Cabi-
ria’s awkwardness in the large, richly appointed mansion provides only
a minimal amount of contlict,

The sequence begins as Lazzari drives up to his mansion. Here, he
scolds his servant and warns him to tell Jessie he is asleep if she should
call, 2 dangling cause closed off later in the sequence.

Upstairs, Cabiria finds herself fascinated by Lazzari’s material wealth,
playing again on the issue of class and respectability. The two begin far
apart physically, with Cabiria standing awkwardly on the far side of the
bedroom while Lazzari lounges on his bed with his shoes still on. He
plays solemn music as a reflection of his somber inner state, and tosses
the photo of Jessie aside in an echo of Cabiria’s rejection of Giorgio in
the opening sequence. The two gradually get acquainted, with Lazzari
asking her about her background. Tn describing her life, Cabiria empha-
sizes her dignity, bragging about how she owns her own house and is
friends only with Wanda—she does not hang out with the other riffraff,
and rarely, if ever, sleeps under the arches.

Lazzari urges her to eat—-an action that brings the two closer physi-
cally to match their increasing personal familiarity. Cabiria confesses
she recognizes him as a movie star, then sits down with him and begins
to touch him, carrying out her job, but he tells her it's not necessary,
and instead answers her request for an autographed photo. She then
begins to serve the food, and ihe scene is set for a romantic evening: the
two are acquainted and clearly enjoying each other’s company.

At this point, Jessie arrives at the house, closing off the dangling
causes established eazlier, and Cabiria’s expectations are shattered. Laz-
zari shepherds her quickly into the bathroom and locks the door, prom-
ising he’ll get rid of Jessie in a minute.

When Jessie enters, dramatic tension and irony intensify the scene,
with Lazzari’s objective quite sirple: to get Jessie out of his bedroom
before Cabiria is discoversd. While Cabiria watches through the key-
hole, Lazzari’s efforts sputter and he and Jessie wind up kissing on the
bed. In a powerful scene of aftermath, Cabiria slides backward from the
view in the keyhole, abandoned again.
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Cabiria awakens the next morning and is escorted out of the bed-
room; she only reluctantly accepts Lazzari's money for the evening,
again expressing her strong sense of dignity.

Sequence D: The Pilgrimage to La Madonna del Divino
Amore

The episode with Lazzari is over; a visual clue is the only direct connec-
tion between this sequence and the one before—Cabiria’s umbrella,
which she’d carried resolutely through Sequence C. This, and a sarcastic
remark to Cabiria from one of the hookers about Alberto Lazzari, com-
plete the references to that episode.

In the opening of the sixteen-minute fourth sequence—which is cen-
tered on the pilgrimage to La Madonna del Divino Amore—~Cabiria and
Wanda become reacquainted with Limpy, whose presence is explained
by Amleto, his nephew: they hope the Madonna will grant him a mira-
cle—a dangling cause creating anticipation for the rest of the sequence.
The appointment for the pilgrimage is revealed, and Cabiria is noncom-
mittal about going. In debating the merits of making the pilgrimage, she
demonstrates denial, claiming she needs no miracle because she needs
nothing, an utterance at odds with her behavior to this point. Soon, a
group of pilgrims walks by barefooted, on their way to the church, and
the atmosphere is transformed from nonchalant to deeply religious.

The scene now switches from the somber of night to bright daylight
and the festive atmosphere at the church.* In the next nine minutes,
preparation by contrast is again in use, culminating in the failure of the
Madonna to bestow her miracle. From Cabiria’s initially flippant atti-
tude, reinforced by the swirl of non-religious activities around her such
as the sale of prickly pears and souvenir photos, the mood gradually
becomes maore somber and religious. Cabiria becomes gradually more
humble and feartul as the singing of hymns grows louder and the cries
for mercy from the pilgritns more intense. Her iransformation is paral-
leled by Limpy’s progress toward the shrine, aided byy Amleto, who tells
him he feels the Madonna will show him mercy.

At last, Cabiria goes on her knees and tearfully pleads with the Ma-
donna for help in changing her life (a request at odds with her self-

*In the first released version; for the DVD version, see the infroduction to
the chapter.
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satisfied opinion early in the sequence), and Amleto lets go of Limpy
so he can receive a healing miracle and walk without crutches. Limpy
promptly falls down, and the scene switches to a picnic on the grounds
afterward. Limpy's failure to receive a miracle closes off the dangling
cause from the opening scene of the sequence.

While a scene of aftermath might typically be expected here—
marked by wordless performances, thick atmosphere, and somber
music appropriate for the profound disappointment Cabiria has just
suffered—the storytellers instead revive the carnival atmosphere of the
opening through accordion music and the mundane activities of food
and games. Cabiria, though, does not join in the fun, and promptly pro-
nounces the pilgrimage a failure: no one has changed. Since the kind of
change Cabiria is seeking—a profound, spiritual, inner change—does
not lend itself to cinema, Limpy is employed as a reference point. The
wounds they all suffer are internal, but Limpy’s is external; Cabiria’s
realization that no miracle has been bestowed on them has been drama-
tized by Limnpy’s fall.

In the argument thar follows, Cabiria launches into a tirade provid-
ing the dangling causes which propel the story through the remaining
three sequences: she vows to sell her house and move away {rom them,
saying she is not like them. After Wanda tries to calm her, she storms
away and slurmps against a bus, looking longingly at the nuns passing
in the distance, and the music changes from carnival to religious; the
aftermath scene is delivered at last.

Sequence E: The Magic Show

A contrast in light—night replaces day—marks the transition from the
fourth to fifth sequence. There is no causal connection except some rel-
erences to a ride home in the previous sequence; the only visual connec-
tion is Cebiria’s costume: her raincoat and scarf. The eleven-minute
sequence is unified by place {the theater) and action (the magic show,
and Cabiria’s reluctant participation in it).

Preparaticn by conirast begins almost immediately when Cabiria in-
quires with the ticket clerk about the show’s quality and he only
obliquely recommends it. When she arrives inside, a patron is shown
sleeping in his seat, and on stage we catch the tail end of an unconvine-
ing magic trick, greeted by an unenthusiastic reaction from Cabiria.
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The magician next announces a demonstration of hypnosis, and
quickly asks for volunteers. After several men come up to the stage, he
requests a woman, and chooses Cabiria, who happens to be just finding
her seat. Getting Cabiria onstage is a storytelling challenge, because the
idea that the magician just happens to choose her among all the women
in the theater runs the risk of seeming contrived, but if he does not pick
her, the sequence won’t work. The solution is to make her resist vigor-
ously the magician’s entreaties until he finally has to come off the stage
and take her by the hand. Cabiria’s resistance gives the audience a
glimpse of a reasonable alternative outcome (she refuses) before deliver-
ing the actual outcome {she accepts), so the sense of spontaneity—as
opposed to contrivance—survives.

Just before she mounts the stage, Cabiria makes one more contribu-
tion to the Jowering of expectations for the magic show—dismissing it
as nothing but tricks. This preparation is paid off by contrast at last
when the magician “zaps” one of the participants in & dramatic demon-
stration of mind control, then wows the audience-—Cabiria included—
during the “boat ride.”

As the men file off the stage, Cabiria attempts to join them-—giving
the audience another glimpse of a possible outcome {she doesn’t partic-
ipate} before the magician stops her and persuades her to stay. What
follows is yet another approach to studying the inner life of a character
in all her contradictions—making visible and actable what lies inside—
this time through the device of hypnosis.

The contrast between what Cabiria says about herself and the truth
is immediately demonstrated when the magician asks her where she
lives, and she gives two answers, one a lie, the other, under hypnosis,
the truth. The magician sizes her up and assumes she would like a hus-
band; she declares forcefully that she is happy the way she is {a demon-
stration of denial, given the pilgrimage she’d just been on), then, under
hypnosis again, acts out a scene of tenderness and longing that is in
direct contradiction to her consciously stated attitude toward marriage.

The climax of the hypnosis scene comes when Cabiria lays bare an-
other issue for her—one of trust, of fear of betrayal by her lover—and
the magician abruptly ends the show. The hypnosis scene plants three
important motifs—the picking of flowers, the hat (of flowers), and the
name “Oscar.”

When Cabiria comes out of the spell and finds herself the object of
derisive laughter, her sensitivity to dignity is assaulted, setting up a situ-
ation that connects this sequence more causally to the one that follows.
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Sequence F: Donoftio

This sequence, which runs almost seventeen minutes, is centered on
dramatic tension: Donofrio’s pursuit of Cabiria, The arrival of Dono-
frio, a self~styled accountani, marks the beginning of the fourth of the
four major episodes in the picture, and the one that is the most com-
pletely developed. This episode, even more than the three before it, ends
in catastrophe, and like the others before, involves a considerable in-
vestinent in preparation by contrast. In this, Fellini was careful not only
in the storytelling but in the casting as well, chocsing to place Francois
Perier—a French actor known to European audiences as a romantic
leading man—in the 1ole of Donofrio, the scoundrel.

Donofrio approaches Cabirle as soon as she leaves the theater, and
overcomes her initial objections to his overtures, persuading her to join
him for a drink. In their conversation, Donofrio presents himself as a
man unique in the movie—he is kind, sensitive, and focused on her.
The tension in the scene is centered on Cabiria’s skepticism. By the end
of the scene he makes an appointment with her for the following Sun-
day afternoon. His hand gesture—indicating seven ¢ clock—provides a
nonverbal dialogue hook into the following scene, where, at a busy train
station, the clock reads 7:00.

Cabiria arrives on time, and appears to have second thoughts before
Donofrio catches up to her and presents her with flowers—a brief rever-
sal that allows a glimpse of an alternative ending (Cabizia never con-
necting with him). Later, Cabiria confides with her friends about the
date—how positive the experience was, and how he paid for everything.
The other women are skeptical, especially Wande, who asks her what
he’s after—a dangling cause closed off in the final sequence. Cabiria,
too, is somewhat skeptical—skepticism that helps to disarm any skepti-
cism the audience may have toward Donofrio, who truly seems a dream
comme true. Cabiria reveals another appointment for the following night,
just before the police arrive, scattering everyone, The timing of the po-
lice raid—the first in the picture—is critical, because at this point Cabi-
ria seems at last to have something valuable (the budding relationship
with Donofrio) that she risks losing. This inner concern is made visible
both in Cabiria’s loss of the candy Donofrio had given her shortly after
the police arrive, and the fearful expression she has while hiding in the
bushes.

The dark light of the night raid gives way to the bright sunshine of
Cabiria’s next date with Donofrio, during which they get further ac-
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quainted, though Donofrio always seems to keep his background some-
what vague,

The scenes that follow work on the problem of making visible what
amounts t¢ an inner transformation, from Cabiria’s despair after the
pilgrimage to hope that Donofrio might just be the answer to her
prayer. Cabiria is shown listening somewhat contemplatively to music,
then taking a stroll outside her house, where she runs into Brother Gio-
vanni and they discuss God’s grace. Giovanni urges her to get married,
and as he leaves, invites her to get in touch if she needs him—two dan-
gling causes closed off during the final two sequences.

Bright day gives way to rainy night in the following scene, where
Cabiria is shown waiting for customers while apparently deep in
thought. When a customer shows up, she is too preoccupied to respond
to him,

Bright sunshine marks the transition to the next date Cabiria has
with Donoftio. Here, Cabiria creates conflict immediately by telling him
she wants to break it off; he responds by proposing marriage. She greets
this with passionate skepticism—again functioning to disarm the skep-
ticism of the audience of the likelihood of such a rapid courtship—and
in the end she begs him not to say he needs her if it isn’t true—a payoff
of the line she’d spoken under hypnosis.

The resolution of the scene—and the sequence— comes in the fol-
lowing scene, when Cabiria ecstatically announces to Wanda that she is
getting married. This marks the second culmination of the picture, the
resolution of the main tension—will Cabiria find love and respectabil-
ity? The answer is an emphatic yes.

Cabiria tells Wanda her plans—a wedding in two weeks (an appoint-
ment that is, of course, never kept), and her decision to sell the house
and everything she owns (a dangling cause that provides the central
focus of the following sequence).

Sequence G: Good-byes

The seventh sequence—the shortest in the film at just under seven min-
utes—contains only three scenes and is centered on Cabiria’s task of
selling her house and all her belongings to begin a new life. Aside from
her ambivalence at saying good-bye to her friend Wanda, and momen-
tary doubts about the big change she’s making, there is little in the way
of tension in the sequence.
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Figure 7. Cabiria delivers the naws of her impending wadding in N;'ghts of
Cabiria (1257). The scene marks the second culmination of the film, re-
solving the main tension: will Cabiria find love and respectability? The
scene also closes off a cause left dangling in the previous scene—
Donofrio’s marriage proposal. (Frame enlargement)

In its fixst scene, Cabiria seelks ont Brother Giovanni to confess to
him, closing off the dangling cause of the priest’s invitaticn to stay in
touch. [t also resolves the religious motif in the Alm, giving the im-
pression that the grace Cabiria had sought from the Madonna at the
pilgrimage has been given to her at last, and she in turn is now free
from sin.

In the following scene, Wanda helps Cabiria pack the last of her be-
longings. Here, there is little tension beyond Wanda’s doubting Cabi-
ria’s decision to sell most of her belongings in addition to the house, a
subtle dangling cause picked up in the final sequence,

The final scene of the sequence-finds Cabiria saying her last good-
bye to Wanda at the bus stop. Here, she predicts Wanda will get mar-
ried, too—that she, too, will get her miracle. As Wanda fades in the
distance, the sequence draws to a close, with a reasonable glimpse of the
resolution of the picture—a happy ending.
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Sequence H: Donofrio’s Betrayal

The final sequence, running just under thirteen minutes, provides the
actual ending, and it is a payoff in reverse of the “happy” fairy-tale
preparation to this point. The sequence is imbued with both dramatic
tension—will Donofrio succeed in stealing her money?—and ironic
tensioni—how will Cabiria react when this emotional freight train hits

her?

Figure 8. Cabiria and Denofrio share a romantic moment in the final se-
quence of Nights of Cabiria (1957). Note the similarities between this
image and the frame shown in Figure 9: Donofrio’'s sunglasses (which he
wears for the first time in this scene), and the compesition of the frame—
nis position and that of the river in the background—are an echo of the
shot of Giorgio just before he pushes Cabiria into the river (see Figure 9).
These similarities are the first clues the audience is given about the im-
pending disaster, and as the sequence progresses, the clues become
more cbvious and the resulting dramatic irony more intense. Director Fel-
lini's use of preparation by contrast-—portraying Donofrio as a loving, kind-
hearted answer to Cabiria’s prayers only to have him later revealed to be a
scoundrel—involved not only the writing but also casting. Francois Perier,
chosen to play Donofric, was known for his roles as a sympathetic roman-
tic lead. (Frame enlargement)
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F_igure 9. Giorgio glimpses his surroundings just befare snatching Cabi-
ria’s purse and shoving her into the river in the opening sequence of Nights
of Cabiria (1957). (Frame enlargment)

The shift from happy to tragic ending comes gradually, and with the
shift comes the ironic tension. The first clue is the opening shot of the
sequence—the river, running upper left to lower right in the frame—the
same composition as the river in the opening sequence. The next clue
1s on Donofrio’s face—the sunglasses that echo these of Giorgio.

Next comes Cabiria’s thick wad of money; she holds it, shows it to
him, tells him how much it is, and places it in a black purse, in yet
another echo of the opening sequence. Cabiria now verbally reinforces
the parallel, talking to Donofrio about how some men are only after a
woman’s money. With these clies in place, Cabiria speaks about how
much she suffered to get the money, and her joy at escaping the life
she's led, effectively raising the stakes, or at least reinforcing in the audi-
ence how high the stakes are for her.

The two set out for a walk at Donofrio’s urging, and wind up in the
woods. The dramatic tension in the journey is provided by Donofric’s
urging her to come onward deeper into the woods, as against her own
Preoccupation with the romance of the moment. She stops to pick up
flowers—a payoff of what she had dore under hvpnosis—and wears a
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white hat that echoes the garland of flowers the magician had given her
to wear on her head.

The two arrive at the river's edge, where Cabiria laughingly recalls
the incident with Giorgio just before the moment when she recognizes
that Donofrio plans to do the same thing. With this, the payoff for the
half hour of preparation by contrast is at hand. Donofrio {lees with the
money while Cabiria rolls on the ground in anguish, wishing for the
deliverance of death.

From these moments of despair the audience is delivered one of the
great aftermath scenes in cinema history. After a time lapse, Cabiria at
last gets to her feet and walks slowly out of the woods, where she word-
lessty encounters a group of cheerful young people coming home from
a party, dancing and singing, surrcunding her with music and goodwill
as she walks. Their joy proves infectious, and she is able to smile again.

Figure 10. A classic aftermath scene in the last sequence of Nights of
Cabiria (1957). After Donofrio betrays her, Cakiria lies on the ground in the
gathering darkness. The characteristics of a typical aftermath scene are
little or no dialogue, an intensity of atmosphere, and music. Aftermath
scenes allow the audience a chance to digest a particularly intense emo-
tional moment. Socn after this frame, Cabiria gets up and begins to walk
through the weoods, and music arises from a group of young revelers.
(Frame enlargement)
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NIGHTS OF CABIRIA
Sequence Breakdown

Running
Seq- Description Length Time
ACT I

A Cabiria is pushed into the river, rescued, seeks Giorgic, 15:05 15:05
finally burns his personal effects (excludes opening {11%)
tisles). Unifying Aspect: Dramatic Tension, Proiagonist:

Cabiria. Objective: To find Giorgio.
Point of attack: Giorgio steals the purse,

B Cabiria gets into 2 fight at the park, goes off in the Fiat, 17:07 32:12
connects with Lazzari and travels to a nightclub. (27%)
Unifying Aspect: Bramatic Tension. Protagonist: Cabiria.

Objective: To gel work.
Predicament: Cabiria is a low-class hooker who wants
to be respectable and to be loved.
ACT It
(Main tension: Will Cabiria find love and respectability?)

C Cabiria connects with Lazzari in his bedroom, then 14:25 46:37
spends the night in the bathroom. Unifying Aspect: (40%)
Dramatic Tension. Protagonsst: Lazzarl, Objective: A
quiet evening with Cabiria.

D Cabiria back in the park; Limpy intoduced, the 16:00 1:02:37
pilgrims go by; Cabiria and hex friends go to the (57%)
pilgrimage, are disappointed. Unifying Aspect: Dramatic
Tension, Profagonist: Cabiria. Objective: Help from the
Madonna.

E Cabiria gaes 10 the playhouse and reveals herself under 11:14 1:13:51
hypnosis. Unifying Aspect: Dramatic Tension. (67%)
Protagonist: Cabitia. OBjective: To enjoy a show.

I3 In this sequence, Cabiria is wooed by Donofrio, who 16:49 1:30:40
finally proposes to her. Unifying Aspect: Dramatic (82%)
Tension. Protagonist: Donofrio. Objective: Cabiria.

Second Culmination: Cabiria breaks the news to
Wanda: He loves mel
ACT IIT

G The main tension is resolved—Cabirfa has apparently 6:55 1:37:35

found love and respectability. The new third-act tension {8995)

involves pursuing this new relationship of love and
marriage. In this sequence, Cabiria packs, sells mest of
her belongings, and says her good-byes. Unifying Aspect
Dramatic Tension. Promagonist: Cabiria. Objecsve: To
leave her old life behind.
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Cabiria enjoys dinner with Donofrio; they take a walk
in the woods; she is crushed by disillusienment when he
steals her money. Unifying Aspecr: Dramatic Tension,
Protagonist. Cabiria. Objective: A happy marriage.

Resolution: Open-ended.

12:41

1:50:16
{1009)

North by Northwest: 1,700
Miles in Nine Sequences

A writers should be aware of the profound distinction between a story
(narrative) and the telling of a story (namation). A single story can be
told any number of different ways, primarily by manipulating what the
audience knows and when it knows it. The impact of the story of Double
Indemnity (Chapter 4) would have been very different if it had been
told in simple chronelogical order. Likewise the experience of The Shop
Around the Corner (Chapter 3) would be different if the audience didn’t
find out until the end of the movie that Klara was Kralik’s “dear {riend.”
In either case, the story may be identical but the relling of determines
how movies play to the audience.

North by Northwest, made in 1959 at the height of director Alfred
Hitchcock’s mastery of the form, is what one might czll an example of
“pure storytelling™: the stervtelling is so virtuosic that it conceals the
fact that the undeslying story is nonsensical. This is storytelling sleight
of hand: by skillfully directing audience artention toward the future, the
viewer is constantly distracted from considering the gaps and implausi-
bilities in the story.

In its developraent, North by Northwest began with the humble inspi-
fation of the main character being a man that doesn’t exist, and the
vague notion that the story should involve travel in a northewest direc-
tion. From this, writer Ernest Lehman and director Alfred Hitchcock
crafted a film that has withstood the test of time. It was not written
explicitly in sequences (in fact, Lehman was surprised by one inter-
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viewer who asserted that the story had ten parts to it). On close analysis,
though, the internal structure of nine sequences becomes readily appar-
ent—unine shorter films, ranging in length from nine to eighteen min-
utes—nested inside the one larger film. Each follows a very direct
dramatic impulse; the protagonist of each sequence is the protagonist
of the picture, and he has very specific objectives in each. Along the way,
the action is constantly enhanced by the play of various layers of dra-
matic iromny.

Sequence A: Assault with a gun, a bourbon and a
sports car

The movie begins emphatically in medias res, that is, with life unfolding
and fully in bloom when the audience arrives to view it. Unlike the
other films analyzed in this volume, the use of a puzzle is less apparent
in hooking the audience in the opening moments. The title sequence
employs a musical overture that suggests action/adventure, and the ti-
tles work themselves out as something of a puzzle, gradually transform-
ing abstract lines into the lines of the modernist United Nations
building, but when the dialogue begins, we discover the protagonist,
Roger O. Thornhill, swept up in the middle of an ordipary, busy day,
dictating instructions te his secretary.

In the dialogue, several appointments are made with business associ-
ates, and some exposition occurs as well—notably Roger’s relationship
with his girlfriend and his mother, and his history of drinking to excess,
at least in the opinion of his mother. In this dialogue, the appointments
made in the [uture are the mest crucial aspect, because the more per-
suasive our sense of the future plans of the protagonist, the more effec-
tive is his sudden abduction, which disrupts theose plans.

The telegraphing of Roger’s itinerary continues in the Oak Roem
bar, where he arranges to get a telegram in order to alert his mother of
their theater arrangements that night. This action leads inadvertently to
his being mistaken for Kaplan, and abducted by two henchmen.

In all, the opening four minutes of the picture are a tour de force in
establishing the normal routine of a character at the outset of a film.
They are minutes rich with content about a character’s life—his manner
and style, his relationships, his past and plans—issues that are impor-
tant in the opening minutes of any film, but in this case made more
crucial by the fact that this character’s very identity is soon to be ques-
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tioned. Without firmly establishing who he is quickly, there may be
some doubt in the viewer's mind as to whether or not he is telling the
truth when he denies he is Kaplan. While such a situation can be useful
in some movies, in this one it would serve only as a distraction.

When Roger is abducted, the henchmen telegraph the agenda some-
what obliquely: a car is waiting outside, Roger is to say nothing or risk
losing his life. The mystericus abduction provides, in effect, the curios-
jty-arousing puzzle missing in the opening moments of the picture.

Roger’s abduction marks the end of the “first act” of the 16-minute
sequence; the rest is driven by simple dramatic tension: Roger trying to
escape his abductors. In the car, his attempts escalate, from negotiztion
to a physical attempt to get out of the car. Once at the Townsend man-
sion, he again tries to resson with his adversary, this time Vandamm
(who he mistakes as “Townsend ™}, and when this fails, tries to escape
by physical means, only 1o be stopped by Vandamm’s men.

In his confrontation with Vandamm, several examples of telegraph-
ing ceme into play. Roger repeats his appointment at the Winter Gar-
den Theater that evening. While trying to rebut Roger’s claim that he is
not Kaplan, Vandamm reads from an itinerary featuring past and future
engagements for this Mr. Kaplan. There are also references to dinner
guests who are waiting for him—a deadline that adds intensity to the
scene through time pressure, and also signals how long it will last. Van-
damm: closes the scene with two ominous dangling canses: a warning in
which he tells Roger he wants to give him an opportunity of surviving
the evening, and 2 wish of “pleasant journey,” after he tells his hench-
man to give Roger a drink.

When Roger is placed, drunk, in the Mercedes, the “third act” of the
sequence begins: what had been a question about whether or not Roger
will escape is narrowed to & question of whether or not he’ll survive the
<ar ride.

The four-minute chase sequence ends with Roger involved in a traffic
accident with a police car, and the hénchmen skulking away. This pro-
vides the resolution to the dramatic tension of the sequence: Roger suc-
ceeds in escaping. [t also closes off the dangling causes established
earlies by Vandamm involving the ihreats to his survival Roger’s safe
arrival into the hands of the police does not resolve the mystery of his
abduction, though, and raises new questions about how he will fare in
police custody. These are the questions that bind the first sequence to
the second.
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Sequence B: Proving His Innocence

Roger is taken to the police station, where his next objective soon be-
comes apparent: convincing the police of the truth of his story about
being abducted. The stakes rise quickly when the police disclose the car
he was driving was stolen. Roger calls his mother for help and an ap-
pointment is made for Roger’s lawyer to appear the following morning.

The “first act” of the nine-minute sequence ends with Roger’s attor-
ney making the case for Roger’s innocence in the courtroom. Here, an
appointment is made for the trial to begin the following evening, and
the judge has the county detectives called in to investigate. The court-
room scene ends with a dialogue hook, with the judge telling Roger of
his intention to find out if Roger had made up the story.

The film immediately switches to the Townsend residence, where
that intention is set in action, with the arrival of Roger, his mother, his
attorney, and the detectives. The scene at the mansion is driven by sim-
ple dramatic tension-—Roger wants to prove his story is true, and the
obstacles he encounters are the lack of physical evidence (absence of
stains on the couch, absence of liquor in the cabinet), and a phony eye-
witness {“Mys. Townsend”) who undermines his story with lies.

The scene culminates with the claim by the woman that her husband
is addressing the General Assembly of the United Nations—a bit of in-
formation that demolishes Roger’s allegations in the eyes of the detec-
tives.

The sequence ends with the detectives expressing their intent to call
off the investigation, closing off the judge’s dangling cause about ascer-
taining the truth of Roger’s story, and leaving Roger to prove his inno-
cence on his own. The last shot of the sequence shows one of the
henchmen disguised as a gardener watching as the police car drives
away—this visual clue confirms Roger’s story in the audience’s mind
even as the police have come to the opposite conclusion. It also provides
something of a visual dangling cause—suggesting that even as Roger
must deal with the police, his problems with the abductors are not yet
over.

Sequence C: Pursuing Kaplan to the UN
First act of the picture could be said to take place here: it is by now clear

who the protagonist is (Roger) and what his objective is: to clear his
name. The story unfolds henceforth with this objective driving the ac-
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tion. Yet at this point Roger still seems to have choices that can easily
take hirn out of the story: as his mother suggests, he could plead guilty
and pay a fine and be done with it. [t isn’t until the end of the 11-minute
third sequence that Roger finds himself falsely accused of murder, with
both the police and Vandamm’s men after him, and no choice but to
pursue the mystery and clear his name. The main tension is thus initi-
ated after three sequences, not two.

Sequence C is unified by Roger’s desire to get to the bottom of the
mystery himself, after the fiasco with the county detectives. It begins
with Roger and his mother arriving at the Plaza Hotel and discovering
that a Mr, Kaplan is in fact staying there, but that he is out and has not
answered his phone in two days. Roger reveals the means by which he
plans to overcome this obstacle by bribing his mother into getting him
the key—another example of a visual dangling cause, which hooks di-
rectly into the following scene.

The “first act” of the sequence ends with Roger and his mother ap-
proaching Kaplan’s hotel room and beginning thelr investigation. While
the scene in the hotel room features some conflict between Roger and
iis mother, it is driven chiefly by ironic tension—the audience’s knowl-
edge that thé twe are there under false pretences, leading to fear that
they will be discovered by the maid, the valet, and possibly the mysteri-
ous Kaplan himself.

The search of the room is interrupted by a phone call from one of
Vandamm’s men, who makes an implied threat; the pursuit for the so-
lution to the mystery is immediately fransformed inte an escape at-
tempt, with Roger successfully evading the two killers at the hotel, then
setting off for the United Nations to resume his quest to solve the mys-
tery.

The scenes at the UN, when he inquires after Townsend and eventu-
ally catches up to him, are driven by ironic rather than dramatic ten-
sion, with the audience forewarned about the pursuit and approach of
the killers, while Roger remains unaware until a knife winds up in the
back of Townsend. B

This incident provides the resalution to the dramatic tension of the
sequence: Roger’s pursuit of a solution to the mystery has failed, and
his atternpts to solve it have led to his being wanted for murder.

Transition: The Intelligence Agency

A brief transition scene serves as a curfain between Sequence C and D,
and Act I and II. The film moves to Washington DC, where intelligence



102 SCREENWRITING

agents discuss the murder at the UN in a recapitulation scene (see text
box, page 29} that provides, after almost forty minutes of mystery, some
exposition that explains that mystery—but to the audience only. In so
doing, the storytellers initiate the first sustained layer of ironic ten-
sion—the audience is made aware that George Kaplan, the man Van-
damm thought he was kidnapping when his men abducted Roger, is a
fiction created by American inteiligence operatives to divert suspicion
from their own, unnamed agent. Roger, naturally, is unaware of this,

By the end of this transition scene, it is emphatically clear who the
protagonist is, what he wants (to clear his name of the murder and get
to the bottom of the mystery), and what the obstacles are (he is wanted
both by the police and the enemy agents, and is unaware of the conspir-
acy that surrounds his predicament). The main tension is thus estab-
lished: Wilt Roger succeed in evading the police and enemy agents long
enough to solve the mystery and clear his name? The scene ends with
an ominous dialogue hoole after voicing doubt about Roger’s chances
of survival, the female agent says, “Good-bye, Mr. Thornhill, wherever
you are.”

Sequence D: The 20th Century Limited

The fourth sequence, the longest one at eighteen and a half minutes, is
unified by locatien—the train ride on The 20th Century Limited—and
by a line of dramatic tension created by Roger’s objective of evading the
police long enough to make it to Chicago, where he hopes to meet up
with the mysterious George Kaplan and resolve the mystery. In this, the
dramatic tension of the sequence is essentially the same as that of the
picture as a whole. Further, much of the time in the sequence is dedi-
cated to the relationship between Roger and Eve; in this sequence it is
justified in the context of the plot {Roger takes refuge with her to avoid
the police), but at the same time the romance developed here plays a
crucial rele in all of the later sequences.

The sequence begins with a brief recapitulation scene in a phone
booth at Grand Central Station, where Roger talks to his mother and
recounts his predicament (he can’t go to the police, and Kaplan is the
only one who can sclve the mystery) and telegraphs his plans {heading
by train to the Ambassador East Hotel in Chicago, where he has learned
that Kaplan is staying).
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Roger’s first task is to get onto the train, in which he overcomes the
obstacles of a suspicious ticket man and some police. He is unexpectedly
sided by Eve, who diverts the police while he hides in the bathroom.
The use of Eve in this manner—and their chance meeting—is a risky
storytelling strategy since it is an example of a coincidence that helps
the main character. The sense of contrivance is diminished considerably
Jater when it is revealed that Eve has ulterior motives, and is mitigated
somewhat by the star power of the cast—the sense that the attractive-
ness of Cary Grant might be enough for a young femnale stranger to do
him a favor (the positive reaction of the bedridden female in the hospi-
tal in Sequence H certainly speaks to this).

The idea of a sexual attraction is reinforced shortly afterward, when
Roger is seated at Eve's table in the dining car, and she confesses she
tipped the waiter to seat him there. The scene itself is characterized by
sexual tension, with Eve leading the way to the seduction and Roger the
willing target. The ironic tension of Roger’s secret helps give the scene
an intensity that it would otherwise lack due to the absence of any real
conflict.

Shortly after the moment of recogniticn—FEve reveals she knows his
identify and that he's wanted for murder—the arrival of the police rein-
troduces the dramatic tension of Roger’s need to evade capture.

Eve proceeds to help Roger again, lving to the police about him while
he hides in the bunk. Here, again to help dispel the sense of contrivance
{a female stranger who just happens to want io help him), Roger asks
Eve straight out why she is s¢ good to him—and she replies again with
sexual innuendo. Having a character raise a troublesome story issue like
this is a useful way for writers to disarm the skepticism such issues
might arouse in an audience.

In a rather slow-paced scene after the police leave, the sexual tension
is released between the two, interrupted only by the porter, who arrives
to prepare the bed. The arrival of the porter, and the cutaway that re-
sults to Roger hiding in the bathreom, serves the dual function of inter-
rupting the lovemaking so as to intensify the anticipation of ifs
resumption {a form of retardation), and the plot function of allowing
Eve a chance to give the porter the message that reveals to the andience
the true reason why she’s been so good to Roger—she’s working for
Vandamm.

Roger and Eve continue their lovernaking after the porter leaves, the
scene ending with a dangling cause (Eve telling Roger he’ll have to sleep
on the floor that night) and a furtive look of apprehension on her face,
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which Roger can’t see. This look provides a visual hook into the next
scene, in which the porter delivers the note to Leonard and Vandamm,
This is the second major scene of revelation—Roger is not only unaware
of the nature of Kaplan (he doesn’t exist) and the machinations of the
Professor and his men, but also unaware that the woman he is falling in
love with is working for his enemies.

The sequence ends with an unspoken dialogue hook: the note itself,
which reads “What do T do with him in the morning? —Eve.”

Sequence E: An Appointment With a Crop Duster

This sequence runs about sixteen minutes and is unified by Roger’s at-
tempt to meet Mr. Kaplan. Because of the revelation in the preceding
sequence, all scenes between Roger and Eve are now infused with ironic
tension, with the audience’s knowledge of Eve’s secretthat she is Iying
to him and is conspiring to kill him, not help him.

The sequence begins with Roger, now dressed as a porter, accompa-
nying Eve out of the train in Chicago. Both dramatic irony and tension
inform the scene, with Roger trying to conceal his identity from the PO~
lice while Eve fends them off once more. Once the immediate danger
has passed, when Eve offers to help set up the appointment with Kaplan,
the full force of her deceit is felt. The blocking of the scene also allows
the audience to see another side of her as well—she turns away from
him somewhat wistfully after he mentions that she’s the smartest girl
he’s ever spent a night with on a train, concealing from him her heartfelt
concern for his fate.

The police discovery of the porter who'd had his uniferm stolen
leads to a sudden complication—the police start checking out all the
porters. By this time, though, Roger has changed back into civilian
clothes.

While Roger shaves in the men’s room, Bve makes furtive arrange-
ments on the phone with Vandamm’s assistant, Leonard, When she re-
connects with Roger, she fills him in on the details of this appeintment.
The scene ends with more elements of the future—Roger thanking her
and expressing his desire to stay in touch with her, the moments made
more poignant again by the dramatic irony—her conspiracy to kill him.

With the appointment to meet Kaplan arranged, the tension of the
sequence is set up, and its “second act” begins, with Roger’s arrival at
Prairie Stop for his memorable encounter with the crop duster. The
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seven minutes that elapse between Roger’s arrival at Prairie Stqp, and
the attack of the crop duster, are a powerful example of retardation (se_e
text box, page 24). Clearly, in plot terms, Roger coulq have. been at-
tacked immediately after he gets off thé bus, but the intensity of the
experience would have been mut_eq copmdgably. . ‘

The means by which the anticipation is ¢reated for this scene in-
volved careful choices by the storytellers in the hierarchy c?f knowl.ec.lge
they disclose to the audience. The viewer kjlqws that .Eve is conspiring
to do Roger harm, but the means by which this harm is to corn-e to him
is withheld from the audience. Thus, for that seven minutes while Roger
is walting, the audience is secretly aware that danger can lurk frm'n any
number of directions, and each car, truck, bus, or person who arrlwes is
potentially a dealer in death. The suspense is thus milked to maximum
effect, something impossible if the audience were told, for example in
the phone booth scene at the train station, that a crop duster would be
used. .

Onee the crop duster attacks, the “third act” of the sequence s at
hand: Roger is no longer seeking Kaplan, he is merely trying to survive.
He makes several attempts to evade the crop duster, settling at last on
stopping the tanker truck and stealing the pickup truck after the ensuing
explosion.

l:,The crop duster scene is perhaps the best example in the'ﬁlm. of
“pure storytelling,” since upon closer scrutiny, it is revealed as Il.Joglcal
nonsense. Aside from the mere obvious logical problem concerning the
clumsy choice of weapon—a crop duster, armed'wuh a m_achme gun
no less (a crop duster killing someone may seem like an accident, but a
crop duster that puts bullet holes in a victim is sure to arouse suspicion
somewhere along the line), there is the deeper logical problem of just
who Vandamm and his men think Roger is planning to meet. The story
is premised on the notion that Vandamm believes Roger 1‘5' Kaplan; if
50, how could they expect to lure him to some rerote location to rieet
Kaplan? Y |

That these glaring “plot holes™ are not glaring at all, an.d in fact are
difficult to notice, is a tribute to the storytelling skill of Hitchcock an_d
Lehman. They have crafted the scene so carefully to exploit t.h.e andi-
ence’s hopes and fears about Roger, and given it such an e‘xcmng Fex-
ture, that the experience simply overpowers any interest a viewer might
have in analyzing the logic of the situation. North by Noréhwest demon-
strates that in order to succeed, a film doesn’t need a story, only the
impression that there’s a story.
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Sequence F: Appointment at the Ambassador East

In this sequence, which runs almost eighteen minutes, Roger’s focyg
shifts from trying to meet Kaplan to trying to discover the truth aboyy
Eve, and it is this thrust that provides the primary line of tension in the
sequence and its unifying aspect.

It begins with a visual link to the previous sequence—~-the pickup
truck Roger had stolen in the previous scene is shown being examined
by police, abandoned on a street in Chicago, the telltale refrigerator in
the back making the identification certain.

Next Roger is shown approaching the Ambassador East Hotel, a lo-
cation telegraphed both in the opening sequence and early in the second
act. Roger inquires here about Kaplan, and discovers the man had
checked out before Eve claimed she spoke to him that morning—
leading Roger to the recognition that she had been part of the conspir-
acy to kill him. This realization creates a new hierarchy of knowledge,
because although Roger is now aware Eve is working against him, he
doesn’t reveal that he knows this to Eve. Instead of being equal to her
in knowledge, he moves one leve] ahead.

By chance, Roger spots Eve going into the elevator, and manages to
locate her room. In the scene that follows, Eve betrays obvious relief
that he’d survived, and obvious affection for him, which he spurns. He
proceeds to question her, not letiing on that he knows what she’d tried
to do. Although there is conflict in the scene—Roger is pursuing the
truth about her while she’s trying to deflect it—the primary tool used is
dramatic irony—the fact that we know that he knows but she doesn't.
This allows us to enjoy the way Roger toys with her with his questions
and observations.

In their exchange, Roger initiates several dangling causes—revealing
his plans to keep her in his sight at all times—"togetherness”—from
now on. This encourages her to make her first attempt to get away from
him—asking him to leave. He manages to persuade her to let them have
one last meal; she manipulates the situation to escape while he’s in the
shower, and he in turn uses a clue she left behind—the address of her
destination—to continue his pursuit.

He arrives at an art auction and discovers Eve together with Leonard
and Vandamm, a moment of recognition that completely resolves the
line of dramatic irony initiated with the note from Eve to Vandarmm on
the train at the end of Sequence D.
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After an exchange of words with‘ Vandamm, i.n _Whichh he pieces to-
sother most of the puzzle and Eve’s mV'oh.remen.t in lrt, theg “third act” of
?he sequence begins: Roger declar'es his intention o g0y (o the police,
and his pursuit of Eve soon tums. into an 'thtempt to_ €5¢aype the auction
nouse alive. The sequence ends with Roger’s success in getteing the police
(o the auction house; as he’s led away, another vxsual. daangling cause is
initiated: the Professor is seen in a phone booth making, 4 yrgent call.

sequence G: A Harebrained Scheme

This twelve-minute sequence is unified by dramatic tefpgion centering
on whether Roger will succeed in getiing Eve out of dangger‘ While trav-
eling to the police station, Roger discloses his identity to __ the police, who
then, unexpectedly, deliver Roger into the custody of te Professor at
the Chicago Airpori. Here, the Professor reveals t(? Rogger the fact that
Kaplan does not exist—a scene of recognition closing 0yff 4 line of dra-
matic irony sustained since Sequence D-—recapitulatias same of the
story (part of this obscured by the sound of an aircraft- engine so as to
avoid repetition), and telegraphs a future appointment; iy Rapid City,
South Dakota. The dialogue-heavy scene is sustained by dramatic ten-
sion—the Professor’s desire to get Roger to cooperate itk him, both
in moving faster so they don’t miss the plane, and in Pyretending 1o be
Kaplan for another 24 hours. Just as it seems he is g0ling 1o fail to get
Roger’s cooperation, the Professor discloses Eve's role a5 an American
agent. The Professor’s dangling cause—""Much more thy her life is at
stake”—is reinforced by Roger’s anguished reaction, any hoth provide a
hook into the next scene, which begins with @ shet of Mgy nt Rushmore.

When Roger learns that there is no Kaplan, and thay the auihorities
know he’s innocent, the main tension (“Will Roger sitcceed in evading
the police and epemy agents long encugh to solve the nystery and clear
his name?”) is resolved, and thus the second culminationend of the
second act—is at hand. In the very scene that it’s resgjyed 1 new and
urgent tension takes over which unifies the action of the third act will
Roger be able to rescue Evel

Roger’s arrival at Mount Rushmore closes off the dapngling cause in
the previous scene initiated by the professor—his reqUest that Roger g0
on being Kaplan for the next 24 hours. The scene between Rager and
the Professor at the foot of Mount Rushmore unfolds a5 4 scepe of reca-
pitulation—the Professor recounts how Roger managed to get Fve in
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Figure 11. Recapitulation scene: Thormhili and the Professor review what
got them to this point, and what hopes and fears they have for their up-
coming encounter with Vandamm in Sequence G of North by Northwest
{1959). The scene completes the setup for the sequence, which is unified
by dramatic tension surrounding the rescue of Eve. Recapitulation scenes
are common in films that have compiicated plots, such as mysteries and
thrillers. They function to keep the audience oriented so they can focus on

wondering what is going to happen next, rather than wondering what the
film is about, (Frame enlargement)

trouble—and of preparation—the scene is rife with dan gling causes: the
Professor supposing that the face of Teddy Roosevelt on the monument
is warning Roger to “speak softly and carry a big stick,” and Roger
countering that the message is that he shouldn’t go through with the
“harebrained scheme.” The scene also contains some exposition—
nawiely, a meeting has been set up (presumably involving Roger, Van-
damm, and Eve). Revealing the information here obviates the need to
show scenes of the meeting being set up with phone calls and other in-
formation exchanged between Roger and Vandamm. The scene ends
with the Professor establishing an appointment—Vandamm is sched-
uled to leave that night—and a dangling cause—his assurance that after
that night, Roger and Eve will be free to pursue their relationship.
With this setup complete, Vandamm, Eve, and Leonard arrive, and
the scheme—the precise nature of which has been withheld from the
audience—is set in motion. The withholding of this information en-
ables the storytellers to work with both dramatic irony and surprise in
the scene—dramatic irony because we now know that Roger is pretend-
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ing to be an American agent and Vandamm doan’t kn.ow it, and su1:-
prise because the storytellers can give the impression that E\Te 8
behavior-—storming away from Vandamm and E‘loger, then shooting
the latter-—are not part of the plan but rather a sign that the plan has
gone terribly wrong. . - )

The sequence ends with an apparently negative resolution: Roger has
failed to rescue Eve, and in fact winds up shot and conveyed from the
scene in a vehicle.

Sequence H: Roger Tries to Spring Eve

The station wagon stops in a wooded area, and here a surpr’i’se twist
reveals that Roger is in fact unhurt, and that the “scheme R‘oger
obliquely referred to just prior to Vandamm’s arrival at the café in-
volved a fake shooting. Eve is already waiting for Roger there, and the
two reintroduce themselves, for the first time without any secret .role—
playing on Eve’s part. There is no tension in the scene—dramatic or
ironic. It plays instead like an epilogue, and could reasonably suffice for
the end of the movie—Roger has cleared his name, and now-he hfis the
girl—except for the new surprise twist at the end of it—Eve is going to
put herself in danger that night once again, this time .on_board Van-
damm’s plane. This revelation brings on the only conflict in the scene,
when Roger raises his objections, but he is quickly subdued and Eve
departs in a hurry o make her appoirtment.

The scene switches to Roger’s hospital room, where he qloves_about
like a caged animal, trying the door, then feigning cooperation 'W"lth the
Professor when the latter enters. Roger claims he’s already lost mtfere‘st
in Eve, and the Professor replies with a deadline: Eve will be gone within
an hour. Roger sends the Professor on an errand to get some bourbon
{an oblique pavoff to the bourbon that Vandamm's her?c]:.lman .had
poured into him in the opening sequernce), then makes his intentions
clear: he plans (o escape from the hospital room, then rescue Eve. As
soon as the Professor leaves, the “first act” of the eleven-minute se-
quence ends and its unifying dramatic tension—will Roger rescue
Eve?—is initiated.

Roger makes his escape from the hospital toom, then takes a cab to
Vandamm’s place. Here, he surreptitiously surveys the layout of the
house, then finds a location frem which to secretly observe the goings-
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on inside. He nearly succeeds in attracting Eve’s attention with a stone,
then finds his efforts thwarted by Leonard’s intrusion.

This failure leads unexpectedly to Roger’s witnessing a conversation
between Vandamm and Leonard in which the latter reveals both the
“secret” the spies have been keeping—government secrets smuggled out
of the country on microfilm hidden in the artwork—and the fact that
Eve used blanks in shooting Roger, ¢xposing her as a double agent.

This scene of revelation opens a new layer of irony—Roger is now
aware of lmminent danger (a new dangling cause expressed by Van-
damm: “This matter is best handled from a great height, over water™)
and Eve is not. The realization makes his quest to rescue her even more
urgent by raising the stakes—she has gone from going on a dangerous
mission to going on & doomed one.

Roger now turns his attention to contacting Eve, who has gone back
to her bedroom. He narrowly misses her, then uses a note written on
one of his matchboolis—with a distinctive “R.0.T.” logo planted ear-
lier—to get her attention. When she joins him in her room, the ireny is
resolved as Roger spells out the situation and the danger. As Eve returns
to the others, Roger utters a desperate warning—a dangling cause—
“Whatever you do, don’t get on that plane!”

Figure 12. Roger succeeds in rescuing Eve from Vandamm, resolving the
dramatic tension of Seguence H in North by Northwest (1959). The mo-
ment she enters the car, though, the chase is on, introducing a new ten-
sion that unifies the final sequence: can Roger and Eve escape from
Vandamm and his men? (Frame enlargement)
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This cause dangles for the next several minutes as Bve is led S‘Eeadlly
toward the plane and Roger is unexpectedly detained at gunpomit.j by
vandamm’s servant, Just before Eve steps onto the plane, gup; oﬁs
mark Roger’s escape, and in the canfusion Eve grabs the statue *:;ut the
microfilm from Vandamm and runs to Roger, wl'jo has hopped into a
car. With Eve and Roger safely in the car, the tension of the sequence 1s
resolved: Roger has succeeded in rescuing Eve from Vandamm. Now 2

ive?
new question arises in the last sequence: can Roger and Eve escape alive?

sequence |: Chase on Mount Rushmore

The final sequence yuns just under ten miputes. At this point, all the
marny layers of dramatic irony that embroider the film .have b_een re-
solved, and the sequence is unified purely by the dra_lmatlc tension suI-
rounding the chase. Roger and Eve are unablle to drive the car through
the Tocked gate, so they set off on foot and w1nd. up atop Mount Rush-
more. Here, they fight off one assailant, then, with both Eve and Roger
dangling on the sheer rock face, beg Leonard fo.r hélp. He §hooses in-
stead to kill them, and before he can do so, he is himnself killed by Th.(“_
sheriff, whe has arrived in a timely manner with the Professor at his
side and Vandamm already in custody. . ‘

The epilogue—Roger and Eve’s honeymoon night—lasts just a

minute.
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NORTH BY NORTHWEST
Sequence Breakdown
Running
Seq. Description Length Time
ACT I

A Roger, introduced in middle of his busy corporate life, 15:41 15:41
is mistaken for George Kaplan and abducted, and (12%)
escapes in a wild ride in a Mercedes (excludes opening
titles). Unifying Aspect: Dramatic Tension. Protagenist:

Roger. Objective. To escape his abductors.
Point of attack: Roger’s abduction.

B Roger attemnpts to get the police to believe his story. 8:52 24:33
After revisiting the Townsend residence, the police (18%]}
disbelieve him. Unifying Aspect: Dramatic Tension.

Protagonist: Roger. Objective: To persuade the police.

C Roger enlists his mother’s help in finding Kaplan; winds 11:04 36:16
up framed for Townsend’s murder, Unifying Aspect: (27%)
Dramatic Tension. Profagenist: Roger. Objective: To find
Kaplan.

Predicament: Roger, framed for murder and wanted
by spies, must try to clear his name to survive,
TRANSITION SCENE: Intelligence bureau revelation/ 2:55 39:11

exposition

ACT II (Main tension: Will Roger succeed in clearing his name?)

Roger finds refuge on The 20 Century Limited,
encounters Eve; ends with the revelation that Fve is
working for Vandanim, Unifying Aspect: Dramatic
Tension. Protagonist: Roger. Objective: To get to Chicago
without being discovered.

Roger goes to meet Kaplan and instead meets crop
duster. Unifying Aspect: Dramatic Tension. Protagonist:
Roger. Objective: To meet Kaplan.

First Culmination: After crop duster scene, Roger
realizes that Eve has betrayed him (1:15:00—56%).

Roger discovers that Eve has betrayed him—follows her
to the auction, from which he makes a novel escape.
Unifying Aspect: Dramatic Tension. Protagonisi: Roger.
Objective: To get to the truth about Eve.

ACT LI

Roger is taken to airport—the Professor reveals the
truth to him. The main tension—will Roger clear his
name?—has now been resohved and a new 3%-act

18:32 57:43
{43%)
15:55 1:13:38
{55%)
17:48 1:31:26
{68%)
11:51 1:43:17
(77%)
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tension arises—can Roger rescue Eve? The Professor
persuades Roger to save Eve with ruse at Mount
Rushmiore, Roger goes through with it. Whose
sequence? Unifying Aspect: Dramatic Tension.
Protagonist. Roger, Objective: To help Eve through ruse,

Second Culmination: At aitport, Roger has the '
mystery explained to him—then is informed Eve’s Life
is in danger {1:38:16—74%).

After their moment alone together in the woods, Eve is
taken away, Roger escapes from his hospital conﬁnes!to
go after her. He succeeds in sneaking into Yandamm’s
house and speaking to her, but she is called away 10 the
airplane nonetheless. Unifying Aspect: Dramatic
Tension. Protagonisi: Roger, Objective: To tescue Eve.

Tinal climactic chase to Mount Rushmore, and t_.he
ensuing battle thereon. Unifying Aspect; Dramatic
Tension. Protagonist: Roger. Objective: To escape from
Vandamm. with Eve.

Resolution: The battle on Maount Rushmore.

Epilogue: Roger and Eve on the txain.

10:45

9:51

2:04:02
(93%)

2:13:53
(100%)




Law_rence of Arabia: Sixteen
Sequences and an
Intermission

Beéause ol its length, Lawrence of Arabia stretches the limits of the dra-
matic form. As first noted by Aristotle and reinforced by others, one
aspect jchat distinguishes drama from the novel and other long narr’ative
form§ is that it is intended to be experienced in one sitting. This gives
the viewer a unified effect, a glimpse of the gverall shape of the piece
that is harder to discern when a narrative is experienced in several in-
stgllments over the course of a longer time. At three hours and forty
minutes, the picture stretches the limits of human endurance, and in a
nod to the comfort of the andience, an intermission is offered’after two
hours,

. Still, the picture retains a very rigorous three-act structure. Lawrence
18 On a quest to free the Arabs of Turkish rule. This is made clear a
quarter of the way into the picture, and reaches an apparent resolution
thre?—quarters of the way through, hefore arriving at its true, tragic res-
olutlgn. The proportions of the acts remain the same: the ﬁr)st eers ap-
proximately 25% of the way through the picture, and the third be iII;Js
about 80% of the way through. The first culmination~—the attackgon
Aqaba—comes at the 48% mark.

To help convey the audience through a picture of this length, the use

of sequences is in evidence: sixteen in all, running in length fro)m eight
Lo seventeen minutes. It’s worth noting that even though the film and
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its acts are atypically long, the constituent sequences are not themselves
any longer than those found in shorter films. This speaks to the function
of sequences as opposed to acts; typical sequences are themselves short
three-act dramas that build upon one another in support of the overall
flm, which usuaily has its larger three-act structure. As discussed in
Chapter 1, if sequences are too long, i, if a filmmaker attempts to use
one line of dramatic tension to sustain audience attention for more than
twenty ot so minutes, the effectiveness of the sequence is undermined.
The overall layout of the story of Lawrence of Arabic—a series of
journeys—Ilends itself readily to being broken up into sequences. Nine
of the sixteen sequences involve travel from one point to another; most
of the rest contain adventures at one particular location or another.
Only twice to do successive sequences occur in the same location.
Lawrence of Arabia is, from a storytelling viewpoint, a film obsessed
with the future, Perhaps, again, in a bow to its length, the storytellers
focus wemendous amournts of energy and screen time on the task of
making sure the audience is aware of where they are in the story, what
lies ahead, what they should be afraid of, what they should hope for. It
is also exemplary in the attention given to making the entrances o1 char-
acters memorable, and its use of contrasts—light and dark, sound and
silence, close-ups and long shots—te help punctuate the action.

Sequence A: Creating Curiosity, Launching the Journey

The opening sequence begins with the opening titles, where a man in
military uniform is shown from a high angle tinkering with a motorcy-
cle. The odd angle creates a visual puzzle, and his actions provide tele-
graphing: it can reasonably be deduced that he plans to ride the
motorcycle.

The man begins his journey as soon as the titles end, and the puzzle
of who he is remains, because the goggles abscuze his face. He passes a
construction site with a sign that reads “Warning” and “Danger,” a
subtle foreshadowing, something of a visual dangling cause.

The man swerves to avoid sotme pedestrians and winds up in an acci-
dent, where his death is implied indirectly—through the wreckage of
the motorcycle and the goggles hanging from a bush.

The film immediately switches 1o a statue of the man that identifies
him as T. E. Lawrence—again, the andience is given a glimpse of him,
but not a clear one, because he is represented only by the statue. The
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music and costumes suggest a memotrial service, and in the conversation
of those in attendance, several contradictory descriptions of the man are

P34

shared: “extraordinary,” “poet,” “scholar,” “mighty warricr,” “sharne-
less exhibitionist,” “very great man.”

The meimorial service scene ends with a dialogue hook—one man
remembering that Lawrence “had a minor function on his staff in
Cairo.” The film immediately switches to the close-up of a hand hoid-
ing a paintbrush that belongs, it turns out, to Lawrence, whose location
is soon confirmed as Cairo. Shortly after this, after more than five min-
utes of film, the audience is given its first unimpeded look at Lawrence.
These five minutes, then, provide the puzzle whose function is it to
hook the audience. The storytellers do not assume the audience knows
anything about the title character, or that they have any particular curi-
osity about him. Instead, they go about creating curiosity about him
and retarding his true entrance until the anticipation is sufficiently
Luilt up.

In the scene that follows, Lawrence expresses unhappiness with his
current position, displays knowledge of Arabic and awareness and con-
cern for the Arab cause against the Turks, and finally exhibits certain
eccentricities—his indifference to pain (he showcases his habit of put-
ting out mmatches with his bare fingers) and his overly formal, conde-
scending manner of speaking. During the scene, Lawrence gets a
message and announces to those present he has an appointment with
the general, After Lawrence leaves for this appointment, the two re-
maining soldiers exchange still two more opinions about him: he’s
balmy, and he’s “all right.”

While en route to the general’s office, Lawrence walks through the
officers’ mess, where he again displays a condescending attitude, in this
case toward a superior officer, and receives a rebuke in which the officer
proffers vet another description of him: a clown. Lawrence knocks over
a table and awkwardly apologizes.

The film now switches to General Murray’s office, where Dryden, a
friend of Lawrence’s, is attempting to secure Lawrence an assignment in
Arabia. The scene makes masterful use of the “exposition as ammuni-
tion”” approach, but goes a step further: it features as many elements of
the future (dangling causes) as there are elements of the past (exposi-
tion). The general describes Lawrence as an overweening, insuberdinate

junior officer; gives his opinion that the campaign in the Middle East is
a sideshow to the war in Europe; and reveals that a Colonel Brighton
has already been sent out to Arabia, But most of the scene is pregnant
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with the future: Dryden telling the general that Lawrf:nce may be Zf }Lse'
to the Arab Bureau, that Lawrence would no.’t be giving mlhtarylllab “-Ce,’
ihat, as far as the Arab army is concerned, 1:)1g things have srr];a . e‘g:lni :
nings. General Murray in turn opines that_ t'1me spent on the.: he 01;{ s
«ime wasted, but concedes that an expedition to Arabia might m !
man out of Lawrence. In the end, Drydenlmanages to secure an exp g
tion for Lawrence of three montﬁs’ du.ratlon—a deadline that immedi-
ides a time frame for the action. .
atel%ihirci}:i;oitance of artillery—paid off latex in V&I‘iO_L‘lS WafflsLal‘i(f
planted in the scene. Further, W’ithil;f the scene, the Dusiness apout La
’ is planted and paid off. .

ren;tsejjvl;z Iifwrence andpDry(Len confer, agd her::' again theffutuée
figures prominently in the scene. L.awrence cltsums hg s the (Iinznt o;l‘gnz_
job; Dryden describes the job to bim: .ﬁn(.?l Prince F.e1sal and deter ‘
his intentions, a dangling cause that is plck.ed up in The fgﬂowmg se
quence. Lawrence replies with another dangh'ng cause, in this case a pre-
diction: “It’s going to be fun.” Dryden replies that only two.crea.n;res
¢hirk the desert is fun: Bedouins and gods, an.d that Lawrence i3 neither,
This is a motif that is paid off—revisited—in many ways throughout
the film. Lawrence’s final retort is to insist that it is going to be fun, a
dangling cause that hooks the sequence into the next one.

Sequence B: The Journey to the Masturah Well

An abrupt contrast—from a well-lit, interior close'—l.lp o an exte]rcfor
wide shot of the pre-dawn desert—marks the transition from the first
to the second sequence. The sequence begins slowly‘—_—’two long.shfgz
occupy over a minute of screen time—but th_e .ex‘rcjnswe situp fl;\r e
first sequence is sufficient to create enough antl?lpahon to ; 2\\‘; ;e
leisurely pace. The sequence Tuns seventeen ml‘nutes, u—m ed by s
rence’s objective of finding Peisal. The obst_aqles involve the na'tur];a1 an :
man-made challenges of the desert. An important aspect of t ed s}i

quence is Lawrence’s evolving relationship with Tafas, }1'15 gulde,}?n tl e
beginning of Lawrence’s trapsformation 1nto a Bedo.um t??f this rceea;s
tionship marks. Along the way, the inner transformation o ‘dftwr;nson
expressed through external meams—]the water, the camel-riding lesson,

's gun, Tafass shared meal. .

La‘;;efhcj ;lrg.: scene between Tafas and Lawrence, Tafas grves Lawrepce
a chance to drink, which Lawrence declines when Tafas reveals he him-
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self is not drinking. This arouses Tafas’s curiosity about Lawrence, and
is a payoff of Lawrence’s ability to endure pain, dramatized in the first
sequence.

The next dialogue scene occurs at night over a campfire, when Tafas
queries Lawrence about his background, attempting to satisfy his curi-
osity about the man. At the end of the conversation, yet another opin-
ion about Lawrence is expressed, this time his own appraisal: he’s
“different.”

Contrast is again used in the transition between scenes—a dark night
sky to the bright morning close-up of Lawrence’s gun. Lawrence cffers
the gun to Tafas as a gift (initiating its use as a motif); Tafas malkes a
counteroffer—he’ll accept it after he takes Lawrence to Lord Feisal. This
provides a reminder of the objective of the sequence. Lawrence insists,
and Tafas in return offers Lawrence some Bedouin food; the exchange
of props thus expresses a change in the relationship.

When the journey resumes, Tafas has the two stop at the edge of a
ridge and points out a Bedouin camp far in the distance—planting the
motif of Tafas’s very sharp vision, and a setup of danger ahead: he tells
Lawrence that henceforth they will be in Harith country, and that he is
not Harith. Lawrence here displays his knowledge of Arabian ways when
he identifies Tafas’s tribe simply by looking at the color of his headdress,
a knowledge that impresses Tafas and provides a further basis for a
closer relationship.

Afterward, Tafas gives Lawrence an impromptu camel-riding lesson,
leading to a pratfall, then teils Lawrence the rest of the day will be diffi-
cult, but that tomoerrow there will be good riding—another dangling
cause. [n the following scene Tafas declares that the Masturab Wells are
a day’s ride, and Lord Feisal's camp is one day beyond that—
telegraphing the plan for the next two days, and thus orienting the audi-
ence as to where they are in the journey. Lawrence replies by urging his
camel onward, displaying how much he’s learned about camel riding
during the journey—thus paying off the lesson planted the scene before.

The two arrive at the Masturah Wells, where they take a drink and
rest, and where Tafas notes that the water does not taste good because
the Harith are a “dirty people.” A brief scene of preparation by contrast
follows, where Lawrence lies down near a bush and whistles a tune while

examining his compass (planting the prop that will become important
later), which lends the impression that the stay at the well will be restful.

Lawrence’s relaxation is interrupted by Tafas, who noisily drops the
waterskin into the well, his eyes transfixed by someone approaching in
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Lawrenc

{he far distance—a payoff of his keen eyesight established before. Law-
rence Notes Tafas's alarrn, and asks whether or lnot he sees Turks. Both
Turks and the Harith have already been established as dangers,ISO the
suspense in the scene—drawn out by a long scene of preparation {in
this case retardation)—is already in play and need not be explalped‘

After a long pause, Tafas identifies the intruder as a Bedouin, and
after a bit longer, goes for the gun Lawrence had given_ him—the first
payoff of the prop. Tafas is killed by the intruder, dr.amatmmg t}le antag-
onisms between the various tribes of Arabia first hinted at b}f' Tafas.

The intruder examines Tafas’s body, then takes the gun—its second
payoff—and introduces himself as Sherif Ali, He explains why he k'illec!
Tafas (he was from a tribe prohibited from using the well). As Shfler%f_All
starts to go away, Lawrence attacks him verbally, in the process initiat-
ing a dangling cause that will be picked up and developed extensively
throughout the picture: he tells them that as long as the Arabs fight
against each other, they will remain a little people-—greedy, barbarous,
and cruel. In addition to creating anticipation, and laying out the task
Lawrence will face as he pursues his ultimate objective, this line of dia-
logue is a motif that is paid off two sequences later in Lawrence’s meet-
ing with Feisal. ‘ .

Sherif Ali warns Lawrence that he will die before finding Feisal's
camp, and threatens to take away his compass, then end.s th? scene and
sequence with a dialogue hook: “God be with you, English.

Sequence C: The First Battle

The apparently negative resolution to the previous sequence—Lawrence
does not get 1o Feisal—is reversed in the opening of Sequem;e C, when
we soon learn that Lawrence, now alone, has arrived at Feisal's camp
afrer all. The third sequence, which runs just under nine minutes, 1
unified by an event—the introdyction of Lord Feisal—as opposed to a
single line of dramatic tension. The first part of the sequence contains
Lawrence’s arrival at Feisal’s camp, the middle features the batile and
Lawrence’s encounter with Feisal, and the third portrays the retreat of
the Arabs as a consequence of the battle.

It's arguable that Sequence B doesn’t end t1] Lawrence aCtLl’fl]hf meets
Feisal, because that is truly a resolution to the dramatic question of the
sequence. But several changes occur after the first Lawrelnce—Ah scene
at the Masturah Welis that 1 think justify such a demarcation. The tran-
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sition between the Masturah Wells and Lawrence’s arrival at Wadi Safra
is marked by three major changes: in cast (Lawrence loses Tafas, a com-
panion {rom the outset of sequence B, and gains new ones—Colonel
Brighton, Feisal, and Feisal’s men), in location {open desert to the rug-
ged terrain of Wadi Safra), and action (the lonely scjourn ends, and a
battle against the Turks ensues). These changes, and the unhurried pace
of Lawrence’s approach to Wadi Safra, signal a new segment of the
movie has begun.

Sequence C begins with a brief scene of preparation by contrast, with
Lawrence singing as he approaches Wadi Safra (the same song he’d been
whistling before encountering Sherif Ali), which gives impression of a
leisurely journey ahead—an expectation abruptly reversed with the ap-
pearance of Colonel Brighton, whose presence with Feisal has already
been established several times in the dialogue of the first two sequences.

Brighton confronts Lawrence, finds out about his mission (“appreci-
ate the situation™), and then orders him to keep his mouth shut, and to
make his appreciation and leave—two dangling causes picked up and
developed in Sequence D.

Their conversation is interrupted by the arrival of two Turkish air-
craft that launch a raid and initiate the first of three battle scenes fea-
tured in the picture, The attack leads to the memorable introduction of
one of the major characters, Prince Feisal, who tries to charge the air-
craft on horseback, then encounters Lawrence in a billow of smoke. This
encounter closes off the dangling cause uttered by Dryden in the first
sequence, namely his instructions to Lawrence to find Feisal.

At this encounter, Colonel Brighton urges Feisal to retreat south, and
Feisal agrees—a dangling cause that knits the scene to the next, which
portrays the nighttime retreat of the Arabs. At the end of the scene, Fei-
sal makes reference to the guns—artillery—of the Turks, the first payoff
of this issue, planted in the scene with General Murray.

The retreat provides an opportunity for the memorable introduction
of two more characters, Daud and Farraj, who ask Lawrence for ciga-
rettes, then later offering to be his servants; Lawrence declines, but the
request is a motif paid off two sequences later, when Lawrence does in-
deed hire the two.

Sequence D: Feisal’s Tent

The fourth sequence runs fourteen minutes and is unified by dramatic
tension: Lawrence’s desire to solve the military difficulty the Arabs are

Lawrence of Arabia: Sixteen Sequences and an Intermission 121,

paving. The “first act” of the sequence finds Lawrence and Col. Br.ighA
ton in Feisal's tent, where passages from the Koran are being recited.
Dramatically, Brighton is the protagonist of the scene—it is shapec‘i -by
his desire to persuade Feisal to retreat further south and accept British
training and command. Lawrence is the unexpected obstacle to Brigh-
ton, disagreeing on tactics (thus picking up a dangling cause from the
first and third sequences: Dryden’s assurance that Lawrence will not
give any military advice, echoing Brighton’s similar admonition).

" Feisal suggests his men could be supplied through the port of
Agaba—planting a very important motif that is paid off during the fo@-
lowing two sequences. There follows “exposition through ammuni-
tion,” during which it is revealed that Aqaba cannot be taken from the
sea because it has twelve-inch guns. The verbal motif of artillery is paid
off again, as Feisal requests it and Brighton refuses.

The scere ends with an apparent victory for Brighton, though Feisal
indicates he will not give his final decision till the morning—a dangling
cause. He then gestures for Lawrence to remain behind. Here, Feisallays
out his own dilemma—the need for help from the British, and his fear
of British domination. He questions Lawrence’s loyalties—furthering
the motif of Lawrence’s ambivalent identity. Feisal then recounts the
former glories of the Arabs, provoking a dangling cause from Lawrence:
“Time 10 be great again.” The scene ends with & dangling cause that
initiates a verbal motif of considerable significance during the following
two sequences: “We need a miracle.”

Thus ends the “sequence first act,” and, further, the setup for the
rest of the movie: the goal is laid out-—a return to greatness for the
Arabs—as are the obstactes—the Turks, British, and lack of artillery.
Lawrence exits the tent into a rising wind that had already become audi-
ble in the scene with Feisal.

After a brief aftermath scene with Feisal zlone in the tent, which
serves to signal the importance of both what has just happened and
what is about to happen, Lawrence sets out for the surrounding desert
where he becomes lost in thought, Here, the challenge of dramatizing
physically an inner state—deep meditation—is met by intensifying the
atmosphere (desert winds, darkness, then eventually light again), by the
use of music {a gradually ascending scale, increasing volume, and in-
strumentation), and through the reaction of Faraj and Daud, who watch
him intently throughout the night.

The culmination of the sequence occurs when Lawrence declares:
“Agqaba. From the land.” The rest of the sequence imvolves Lawrence
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trying to persuade Sherif Ali to go along with his plan to seize Agaba,
More exposition is handled through their argument: going to Aqgaba will
require crossing the Nefud desert, which is impossible; Lawrence warnts
Just fifty men; the Howeitat tribe, who are good fighters, are on the op-
posite side of the Nefud. During the conversation, Lawrence makes a
prediction: if fifty men come out of the Nefud, they may be joined by
others, and his last line in the scene is a forceful dialogue hook that

binds it to the next sequence: “Agaba is over there. It is only a matter
of going,”

Sequence E: Crossing The Nefud

The resolution of the previous scene actually occurs in the opening of
this sequence; the question is whether or not Lawrence can persuade
Sherif Ali to go along with him to Agaba, and as Sequence E begins,
with Lawrence and others making preparations for departure, the out-
come is revealed: Lawrence has succeeded.

With the commencement of the journey to Aqaba, the second act of
the movie as a whole begins. It is by now amply clear who the protago-
nist is, what he wants (to help make the Arabs great again—free of the
yoke of both the Turks and British), and what the obstacles are (Turkish
forces and British intentions). The seizure of Aqaba will be the first step-
ping-stone in achieving that goal.

Before Lawrence mounts up, Feisal confronts him and asks where he
is going with fifty of his men; Lawrence replies ““To work your miracle™
a payoff of Feisal’s line the night before, and a dangling cause that will
inform the next three sequences. Feisal replies with a warning: “Blas-
phemy is a bad beginning for such a journey”—another line pregnant
with the future. Lawrence’s promise to deliver a miracle—which Feisal
had described as something no man can deliver—and Fejsal’s rebuke—
picks up on a motif initiated by Dryden’s remark in the opening sequence,
that Lawrence is neither god nor Bedouin. This motif—Lawrence as
god—plays a major role in the next three sequences, extending through
the conquest of Aqaba and his journey through Sinai.

As the journey begins, the storytellers employ a tool used seldom in
the picture-—dramatic irony. The two boys, Farraj and Daud, follow
Lawrence and his men into the desert and spy on them at the oasis be-
fore the moment of recognition: they are caught by Gasim. They are
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prought to Sherif Ali and Lawrence, where they claim their ‘camels
strayed and led them to the camp in order to serve Law:;en'ce——ewdence,
they say, of the will of Allah. This, and Sherif Ali’s description of the"tw)o
as worshippers (while they lie prostrate at Lawrence’s feet), and C:}asun s
reference to Allah afterward, all help embroider the scene Tfylth the
“god” motif. The scene also has two dangling causes—Sherif M.l s warn-
ing that the two boys are not suitable for the journey, and Ga51m_s pre-
diction that the two will bring luck to Lawrence. Another motif is also
planted—Gasim’s statement to Lawrence that the two boys are parent-
less and therefere outcasts, paid off two sequences later when Lawrence
reveals himself to be of illegitimate birth.

The end of the “first act” of this sixteen-minute sequence occurs five
minutes into it, when Lawrence and his men arrive on a ridge overlook-
ing the Nefud Desert. The scene is fraught with gloomy‘e]en.]ents of the
future uttered by Sherif Ali: if the camels die, the men will die, and after
twenty days the camels will start to die. The rest of the journey through
the Nefud is punctuated by pauses in which new elements of the future
are introduced, keeping the audience constantly apprised about the
progress they are making and what lies ahead.

The party is shown proceeding through the desert vastness, from.a
distance that emphasizes how few and small the group is—a subtle vi-
sual motif paid off later when these men join up with Auda’s men on
the far side. During this first part of the desert journey, Lawrence spots
two dust columns in the distance, vaguely reminiscent of the pillar of
fire that led Moses through the deseri: a subtle reference to the “god”
motif. In viewing them, Lawrence “drifts,” a plant paid off later when 2
rider falls off his camel, and later still when Gasim disappears for the
same reason. After Sherit All rebukes Lawrence for drifting, Lawrence
replies with a dangling cause: an assurance that it won’t happen again,
This rebuke and rebuttal carries on another aspect of this sequence and
those surrounding it: the antagonism between Sherif Al and Lawrence.

The bitterness of their antagonism is reinforced during the next
scene, when Lawrence is shaving at a campsite and Ali accuses him of
wasting water. Ali telegrapbs the next phase of the journey: it n\fﬂl take
place at night, and they will leave in three hours; Lawrence replies that
he’ll be the one to awaken Alj o

This exchange sets up the following two scenes, the first of their night
journey, and the next of a daytime campsite, where the camgls and me:
are eerily still in the bright sun. After this, Lawrence and All pause in a
rock-strewn stretch of desert, where Lawrence takes a drink of water
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and is clearly showing strain. He asks Alj if they rest where they are; A;
tells him there is no rest until they cross the next part of the desert—th,
“Sun’s Anvil,” which must be done before the sun comes up the neyt
day—an urgent deadline that informs the rest of the sequence.

In the next nighttime phase of the journey, Daud falls off his came]
and quickly regains it. Soon afterward, the far side of the Anvil js
reached, and a positive resolution of the sequence is at hand. Lawrence
declares, “We've done it!” and thanks God for it; the others remind him
how much he has tempted God—another embroidery of the god motif
Lawrence asks Ali how far it is to the wells; Ali tells him by noon, thus
giving the time frame for the next phase of the journey.

Sequence F: The Rescue of Gasim

As soon as the reality of their trivniph sinks in, Daud notices that Gasim
is missing from his camel, That he has fallen off need not be explained,
since it had been dramatized previously by Daud’s fall and Lawrence’s
drifting in the saddle. The mementary elation at crossing the Nefud
thus serves as a scene of preparation by contrast, with the good spirits
quickly reversed by the new revelation,

Very rapidly the dramatic tension of the sixth sequence is established,
and the relationship between Lawrence and Ali reaches its low point.
Lawrence asks Alj why he doesn’t stop; Ali makes a prediction: Gasim
will be dead by midday. Lawrence announces he wil] go back alone; Al
tells him he will kill himself—g dangling cause that is played out
through most of the rest of the sequence.

One of the men tells Lawrence that Gasim’s time had come, saying
“it s written”—planting a phrase that continues the “god” motif, The
scene marks the end of the “sequence first act,” leaving the andience
with competing dangling causes: Ali’s claim that Lawrence will never
make it to Aqaba, and Lawrence’s reply that he will.

The handling of the “second act” of the sequence— the actyal rescue
of Gasim—is noteworthy not only for what is shown but also for what
is withheld from view. Gasim stumbles alone through the desert, Daud
walches from his camel, Lawrence makes his way alone, Gasim col-

lapses, all this while the rest of the party refreshes itself at the watering-
hole and Farraj watches for a sign of Lawrence, What's missing is the

scene m which Lawrence actually finds Gasim and hoists him on the
camel.
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omission of this scene seems to serve two purposes. Flrit, it
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Thefor the milking of a certain amount of suspense—if we seed fa "
allofvseffect the rescue, we cannot experience the doubt that Dau ei
renu?k eps an eye out. Second, it allows the sequence to have one ¢
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jc mo .
mé.lCt;)etween Lawrence and Ali, the storytellers have putlthe e{rjphahsn
ShlpL wrence’s triumphal return and his reconciliation with All, rather
on La : .
' or character.
an his rescue of Gasim, a min : . .
i l]rjawrence’s nitial encounter with Daud does promd}e}: some m?f-n:-on
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Of‘tt}zlﬂgli as to be part of the buildup to that moment. [n fact, ha}ilvm%
glth of the boys watching for Lawrence, in different locatllinis, allow
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itation of dramatic irony. Daud’s encoun
for the exploitation o : o vl usence
i tion whose spawned irony e
rovides a scene of revela S any € . -
It)ional impact of Farraj’s anxious waiting and Ali’s evident discourage
ment. hom
Lawrence’s return on camelback, feted by the men, each‘of ;«f
offers him a place to stay, is reminiscent of Jesus’ entry mtid EIb usalem t
? i g ceept-
“god” motif. Lawrence greets Ali by a
another subtle payoff of the “go auence grects Al by accept-
i i ! s written”—ye
i i terskin, and tells him “nothing i ‘ .
ing a drink from his wa e
ine. He then accepts Ali’s bed a
another payoff of the line . <
to wash his clothes. Lawrence’s subsequent collapse provides the m
aftermath. . .
me? T Slfe epilogue of the sequence, later that night, Ali and Lawr“snce
. et d tizes the transformation of All’s relation-
have a conversation that drama . et
ship with hini, from bitter rival and antagonist 1o true a i ﬂm hr
Lawrence speaks of his background, he falls iisleep again, an Lh 2
advantage of the occasion to burn Lawrence’s clothes that are hanging

ta dry.

Sequence G: Recruiting Auda Abu Tayi

The sharp contrast of night and day marks the transition between t_lt1§
1 i ce wi
i f the picture. Ali presents Lawren
sixth and seventh sequences of : e
I if, and the external evidence
the white robes of an Arab sherif, & - L
rence’s internal transformation from British officer to Arab 1}5 d]:h\];i <
forcefully. Any awkwardness in his manner (conveyed bf)t 1 by "
O'Toole’s acting choices end by the costume designer whe imtentionally
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provided him with an ll-fitting uniform) vanishes in his flowing, natu.
ral movements in the new garb.

Lawrence rides a camel around a hil] away from the encampment in
order to try out his new outfit, and here he encounters another major
character-—Auda Abu Tayi-—chief of the Howeitat tribe. This encounter
marks the end of the “first act” of this fifteen-minute sequence, which
is unified by Lawrence’s efforts to secure Auda’s help in attacking
Aqaba. As such, it picks up a dangling cause from the end of Sequence
E~—Lawrence’s prediction that if they can succeed in getting through
the Nefud, they may be joined by others.

In order to secure Auda’s cooperation, Lawrence utilizes indirection,
Auda complains about the thugs drinking from his well; as soon as Law-
rence realizes who he is talking to, he compares Auda to another man
of that name who would not begrudge water to men who had come out
of the Nefud Desert. During most of the rest of the scene, Lawrence uses
such indirect means, primarily flattery, to persuade Auda to cooperate,

Auda summons his son and the two proceed to the well to confront
the rest of Lawrence’s party. Ali and Auda exchange insults before Law-
rence stops them and, again, uses indirection: “What are you teaching
[your son] today-—Howeitat hospitality?” Auda backs off, and the scene
ends with his line: “Tt is my pleasure that you dine with me at Wadi
Rumm.” This dialogue plants a verbal motif (Auda’s phrase “It is my
pleasure™) and serves as a dialogue hook into the next image, which is
of Wadi Rumm, portrayed in a long shot that shows the great size of
Auda’s tribe.

The scope of Auda’s power is reinforced by the scene that follows,
where Lawrence’s party is dwarfed by the number of men who come
out to greet them in a swirl of dust, pounding hooves, shouting, and
gunfire,

Contrast is employed in the transition to the next scene—from
brightness, noise, and action to a quiet interior close-up of a girl’s face.
The scene finds Lawrence, Ali, and Auda finishing a meal in Auda’s tent,
The thrust of the scene is dramatic—Lawrence wants to persuade Auda
t0 join them against Aqaba. Lawrence manipulates him by appealing to
his ego—calling him a servant—and to his greed—his desire for money.
[n the end, he wins Auda over by persuading him that much money can
be had in Aqaba, yet closes the deai by again using flattery, telling Auda

he will join them because it is Auda’s pleasure—the second payoff of
the line,
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sequence H: The Attack on Agaba

This dangling cause knits Sequence G to Sequence H, which opens with
Lawrence’s and Aude’s men setting off for Agaba. The previous se-
quence is thus shown to have a positive reso.lutlon—liawrence ha‘s per-
suaded Auda to join them. Sequence H, which runs just under sixteen
minutes, 15 centered on the seizure of Aqgaba: the approach marks the
first act of the sequence, the battle itself is the second, and the aftermath
is the third. _ .

The mighty procession that proceeds from Wadi Rumim stgnds in
remarkable visual contrast to the small band that was ShOWI'l setting out
across the Nefud. They arrive at an encampment 'overlooklng the port
of Agaba. Here, Lawrence and Ali exchange words ina scene.ofprepara—_
tion by contrast that also reinferces dangling causes alr-eac_ly int force. Ali
predicts they will take Aqaba tomorrow—if Lawrence is r1ght about the
guns. The upbeat mood is interrupted by a gunshot, which in turn leads
to a crisis. ‘

Lawrence and Al investigate and discover that one of Ali’s men
killed one of Auda’s. With the mission in danger of falling apart cver a
blood fend, Lawrence offers to be the executioner. He takes hold of Ali’s
gun—which is actually his own gun, planted several sequences before—
and aims the gun at the murderer, who proves to be none other than
Gasim, the man he'd rescued from the desert. Lawrence carries out the
execution, and in a bitter aftermath, Auda remarks that it was written—
the last payoff of the line. ‘ .

Lawrence, distraught over his action, throws away the gun in a brief
aftermath scene before the scene switches to Agaba, where the attack
begins. This is the second of the battle scenes, and is ]argexf, longer, and
more elaborate than the previous ong, and ends with the image of two
large guns facing out to sea, paying off the motif planted in Sequence
D. It's worth noting that the battle for Agaba occurs one hour and forgf
minutes jnto the film—the place where one might normally find a ¢li-
mactic scene in a film of more typical length. [n this, the storvtellers
manage to accommodate the audience’s conditioned expectations while
stretching their attention beyond its normal limit.

An aftermath scene follows the attack—Lawrence at the ocean loo_k-
ing quietly out at the crashing waves. Soon Ali arrives to present him
with a victor's laurels and congratulate him. The moment ma-rks the
first culmination of the picture; Lawrence is triumphant and his rela-
tionship with Ali is very close—the mirror opposite of the second cul-
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mination of the film. Ali tells him: “tribute for the prince, flowerg for
the man”—two more opinions about Lawrence.

Their conversation is interrupted by gunfire in Aqaba, where Ay,
is furious that he has not found the gold he’d been promised. Lawrepc,
arrives after the telegraph has been smashed, and during the rest of 1
sequence, he is preoccupied with getting word back to Cairo about the
victory, and quelling Auda’s rage. He first instructs Ali to have Feigy
bring the Arab army to Aqaba—a dangling cause picked up after the
intermission—and tells Ali he plans to go te Cairo himself acrogg
Sinai—an appointment realized in the following sequence. Ali objects,
predicting that Lawrence will take off his “funny” Arab clothes and put
on trousers when he gets to Cairo so that he'll be taken seriously, ap-
other dangling cause.

Auda interrupts with the accusation that Lawrence lied about gold
in Agaba. Lawrence solves the problem by making a promise—he will
bring back gold and guns—and sets a deadline for this—ten days. Auda
voices skepticism about Lawrence being able to cross Sinai with Farraj
and Daud, and Lawrence retorts: “Moses did.” This introduces a varia-
tion on the “god” motif—this time Lawrence as prophet.

Sequence |: Across Sinai

This sequence, at eleven and a half minutes, is unified by the journey
across Sinal and ends with Lawrence’s announcement of his seizure of
Agqaba in Cairo. Lawrence’s intent, and his plan, are all explained in the
previous sequence, so the action begins immediately with Lawzence and
the two boys en route. Farraj, obviously exhausted, asks if they can stop
and rest; Lawrence replies with a line that reinforces the purpose of the
sequence: “There will be no rest till they know I have Agaba.” He then
prormises that by “tomorrow night” they will sleep in the finest beds in
the finest hotel in Cairo—a dangling cause that also sets a deadline for
the journey. Daud’s reply: “Then it shall be so, Lord,” is yet another
reinforcement of the “god” motif.

In the next scene, Lawrence points out a dust storm in the distance
and calls it a “pillar of fire,” carrying this motif one instance more. The
party is soon overtaken by a dust storm that claims Lawrence’s com-
pass—the last payoff for the object. Lawrence announces they need only
head due west, into the setting sun—and will eventually strike the canal.
This amounts to an updated agenda that maintains the audience’s sens¢

hy-—both time and space—-in the sequence. As they ridé,t west,
: Yter yet another dust storm. This time, Deud falls m\:o a
Y . d dies, despite Lawrence’s efforts to save him. The _dlsaster.
UiCksa-nd'arllin 'erir)w aftermath scene that actually carries over into the
gnds wi;[}gl ;lceni Whiuch finds Farraj riding a camel, following Lawrence,
follow!
i wal%(s o fs (:;d 4 few more that follow, the costume department
o e Scifork in a way that enhances the script, because now Law-
;E:de to resemble Jesus, transformed frgm the pr(?pllie;cj Mgs;s
ding his people 10 the suffering servant bearing 2 terrible burden.

b two arrive af a cluster of buildings, Farraj leaves Lawrence
W‘h§ﬂ 1hed Teads further along, then returns a few moments 1ate1f an.d
g i forward on foot. The arrival of the two at the canal, which is
e hlmd% . a sounding of a boat’s hotn after Lawrence and Farra)
ﬂnnOUﬂcé mV)one of the buildings, closes off the dzngling cause of the
e d’s death. By having Farraj discover the canal offscreen
U _DaU . e llers are again using retar-
first, then bring Lawrence 10 5€¢ it, the'smryte ers i usiog et
dation—delaying the audience’s experience of an mnp{;:u;l arg moment
as to increase the sense of anticipaﬁon\. The plot woul av}el ee renvec
equally well if the two had simply ridden the carg:el to th edcta]_lne | and
stopped, but such a telling of the tale would have diminishe

tional impact of the scene. -
j British officer on

5 d Farraj look out over the canal, a cer 01
B on J “Who are you!” This

a motorcycle on the far side stops and twice asks,

w

againl §2
yence 18

]

Figure 13. (awrence losas his senvant Daud 'tln a guicksand in Seque&zet
L of Lawrence of Arabia (1962). Compare th!;. aﬁermath scenefto et
shown in Figure 10. Lawrence stretches the limits of the dra_matlgois "
because of its length, and makes favish use of all the storytelling

Keep the aydience involvad. (Frame enlargement)
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question, posed as it is with the camera lingering on Lawrence, is yet
another variation on the issue of Lawrence’s identity.

With the journey across Sinai complete, the last four minutes of the
sequence involve Lawrence’s arrival in Cairo and his announcement
about taking Aqaba. Lawrence and Farraj arrive at military headquar-
ters, where they venture into the officers” club. A military policernan
guarding the entrance warns him not to take Farraj inside, exposition
about the rules of the bar that create tension in the scene that follows.

Lawrence proceeds to the bar and orders two giasses of lemonade,
creating a stir among the men. Brighton arrives, and Lawrence tells him
the news: he and the Arabs have taken Aqaba. Brighton tells him he’d
better talk to General Allenby—an appointment that helps to hook the
sequence inte the next one. Lawrence then asks Brighton to get a room
with a bed—for Farraj—closing off the dangling cause of the first scene
in the sequence, and the two proceed out of the room. Brighton suggests
that Lawrence get some trousers on—a payoff of Ali’s line in the previ-
ous sequence, and a dialogue hook into the next sequence.

Sequence J: The First Meeting With Allenby

The tenth sequence, which runs twelve minutes, is the first one in which
a character other than Lawrence serves as the protagonist. Here, the ob-
jective of a new character, General Allenby, drives the action: that of
trying to persuade Lawrence to go back into the desert.

The sequernce opens with Lawrence in Allenby’s office, still in his Ar-
abic clothing (which effectively closes off the “trousers™ dangiing cause)
where he meets with General Allenby, Dryden, and Brighton. Allenby
reviews his dossier, then questions Lawrence about the seizure of Aqaba.
In the course of the conversation, Lawrence begins to give military ad-
vice—again picking up the dangling cause initiated by General Murray
in the opening sequence of the picture. Allenby promotes Lawrence
major, and tells him he wants him to go back. Lawrence resists, confess-
ing his distress/thrill at killing Gasim, and his feeling that he is not fit
for the job. At this, the end of the “first act” of the sequence is at hand:
Allenby must try to persuade a reluctant Lawrence to go back into ac-
tion.

Allenby’s approach is not unlike thai which Lawrence used on
Auda—massage his ego. He first asks those present for their opinions
of Lawrence’s actions, which are very favorable. The four then proceed
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for a drink at the officers’ bar; along the way Allenby continues to ask
Lawrence for military advice—another form of flattery. During the
course of the walk, Lawrence is visibly changed—imore at ease.

The four take their place in the courtyard, and the conversation turns
to the future. Lawrence tells how he will take his men and smash the
railroads—a dangling cause—and even sets a deadline—thirteen weeks
to bring Arabia to chaos. Allenby asks if this means Lawrence is going
back, and Lawrence confirms this—resolving the tension of the se-
quence. The remainder of the sequence involves establishing a series of
dangling causes that will help knit the first part of the movie to the sec-
ond—made more emphatic by the intermission that separates this se-
quence from the next. Among these is the question of whether the Arabs
will be allowed to control Arabia if the Turks are defeated, an issue that
provides the dramatic tension of the third act of the picture.

In a brief scene afterward, Allenby reveals he won’t be giving Law-
rence the field artillery after all—another payoff of the issue of artillery.
The sequence ¢nds with one last dangling cause—Allenby observing
that Lawrence is “riding the whirlwind,” and Dryden replying, “Let’s
hope we're not.”

Intermission

The intermission occurs after two hours and twelve minutes of film. It
is thus not halfway through {it’s about 62% of the way through the film)
but rather occurs afier the length of a typical feature film, The major
event of the first part of the film—the attack on Agaba—aoccurs an hour
and a half in, the place where a typical “climax” of a regular length fea-
ture would occur. The journey across Sinai would amount to the third
act of a regular feature, with Lawrence’s meeting with Allenby an op-
portunity for an epilogue.

In fact, that last sequence is used to create the dangling causes that
will knit the first part of the mevie to the second, where the focus of the
action will be along two lines outlined in that last scene: the attack on
the Turkish railroads, and the freeing of the Arabs from both the Turks
and their would-be new cenquerors, the British.

Sequence K: Jackson Bentle-‘y’s Scoop

For the second time in as many sequences, a newly introduced charac-
ter, this time Jackson Beniley, serves as the protagonist. He is the first
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character to appear after the intermission, ascending & hill overlooking
the Gulf of Aqaba. An armored car passes by him—paying off Law-
rence’s request for the vehicles in the previous sequence.

Bentley asks Selim, Feisal’s reciter, for directions to Prince Feisal; his
business card provides a visual bridge between that scene and the one
following it, in which Bentley meets Feisal. The card also initiates expo-
sition about Bentley: he is a reporter for the Chicago Courier. Yeisal in-
vites Bentley inside and places a watch on a table—a subtle, visual
deadline for the scene—then reveals that he does not know where Law-
rence—and his army—are, though he offers a guess. Bentley raises the
issue of the Arabs’ lack of artillery and warns Feisal about Allenby, who
is untrustworthy—a dangling cause that, combined with the lack of ar-
tillery, raises again the issue of independence of the Arabs frem British
rule. Bentley then reveals his purpose—he wants to tell the story of Law-
rence and the Arab revolt. This desire provides the primary tension of
the thirteen-minute sequence.

Feisal gets up after checking his watch, signaling the deadline has
been reached, then tells Bentley his army is destroying the Turkish rail-
road, providing exposition to the audience, in this case what has oc-
curred during the intermission. Feisal also tells him that his army does
not allow its wounded to be captured by the Turks, who will torture
them. This motif is paid off later when Farraj is wounded. Bentley raises
the issue of Lawrence’s reputed horror at bloodshed; Feisal poses a
question about how reliable Lawrence is as to mercy—a dangling cause
picked up in the third act.

The scene ends with Bentley admitting he is looking for a romantic
figure who will help persuade America to enter the war; Feisal replies:
“Lawrence is your man.” This is a dialogue hook into the following
scene, which finds Lawrence blowing up a Turkish train. The end of the
“first act” of the sequence is thus accomplished: its protagenist, Bentley,
has been introduced; his objective has been explained, as have the obsta-
cles.

Lawrence sets off an explosive charge that derails the train; the Arabs
pout gunfire into the train till Lawrence stops them (a subtle payoft of
the “mercy” issue raised by Feisal), then leads a charge. After the Arabs
begin to pillage the irain, Lawrence is wounded by a surviving Turkish
soldier. The close brush with death only serves to embolden Lawrence,
a return to the “god” motif. Lawrence makes a triumphant walk along
the top of the train to the adoring cheers of his men, and the ready
camera of Bentley. The manner in which he moves is a payoff of a visual
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motif planted in an earlier scene when he practiced flowing movements
with his Arab garmenis just prior to meeting Auda. _ .

With the attack on the irain over, Colonel Brighton raises an 1ssue—
.nd a dangling cause—when he criticizes the Arabs for lootigg, then
going home. He warns Ali it must stop. Lawrence insists they will come
back; Ali warns him “not this year.”

The next scene finds Bentley examining a British children’s book ex-
plaining how Parliament works; he asks Ali skeptically if the Arabs will
become a democracy. Ali replies that he will answer the question when
be has 2 country—keeping alive the “Arabia is for the Arabs now’ ver-
bal motif.

Bentley carries this motif further in the next scene when he asks Law-
rence what the Arabs hope to gain from the fight; Lawrence replies:
“Their freedom,’” and says he is going to give it to them. Bentley an-
nounces he will be returning to the “fleshpots” shortly, an appointment
that signals his departure. .

The sequence ends with Auda telling Brighton the year is running
out and that he must find something “honorable”—meaning loot—to
bring home with him. This dialogue hock binds Sequence K to the next
one, which opens with a shot of beautiful horses on a train, lingering
on one white steed in particular.

Sequence L: The Campaign Falters

The twelfth sequence of the picture, which runs ten minutes, is unified
by Lawrence’s attempt to keep the campaign going despite the gradual
desertion of most of his men with the onset of winter. It opens with
another attack on a Turkish train. This time, Farraj is seen putting away
the explosive equipment, planting & motif to be paid off lafer in the
sequence.

The Arabs storm the train and rake off with its load of horses. Auda
chooses the white one for his own and rides up to Lawrence to bid kim
farewell, for he has his prize—closing off the dangling cause of the end
of the previous sequence. Colonel Brighton asks Lawrence what he in-
tends to do now—without an army. Lawrence telegraphs his plans: he'll
go north, because that is what Allenby wants, Brighton replies that Al-
lenby wanted the Arab army behind the town of Deraa; Lawrence re-
torts with a dangling cause—he will be in Deraa before Allenby reaches
Jerusalern.
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In the following scene, Lawrence and his men are Preparing anoth,
attack on a train. Farraj injures himself while helping to set the charges
and, in a payoff of Peisal’s earlier exposition about not leaving Woung 3 d)
behind, Lawrence is once again forced to be the executioner.

The sequence ends with a dangling cause that binds it to the ney,
one: Ali asking Lawrence what he will do now, with only twenty Mep,
and Lawrence replying, “I'll go north.”

Sequence M: Disaster in Deraa

The final sequence of the second act begins with a recapitulation
scene-—Colonel Brighton and General Allenby discussing the prog-
ress—or lack thereof —of Lawrence’s campaign. The question of Lay.
rence’s identity is again raised, with Allenby asking Brighton if he thinks
Lawrence has “gone native,” and later wondering if Lawrence thinks
he’s a prophet. Allenby discloses that the Turks have put a reward of
20,000 pounds on Lawrence's head, and proffers a dangling cause——
doubting that Lawrence has long to live. The scene ends with Allenby
asking about next year—will Lawrence and his Arab army come
back?~—another dangling cause.

The scene now shifts to a desolate, wintry encampment-—a stunning
visual contrast to the quiet, comfortable quarters of General Allenby.
All tries to persuade Lawrence to g0 easier on the men-—using another
dangling cause: one more failure and Lawrence will be alone. In his ar-
gument, Ali revives the “god” motif—chiding Lawrence that for him
the men must walk on water. Lawrence replies in kind, asking Ali, “Do
you think I'm just any man?”

Lawrence continues the motif when he enters the next chamber and
asks the men, “Who will walk on water with me?” He asks who will
accompany him into the town of Deraa, explaining that he promised
the English generals he would be there before the English seized Jerusa-
lem—picking up on a dangling cause of two sequences before. When
the Arabs balk, Lawrence telegraphs his intent: “This afternoon 1 will
take the Arab revolt into Deraa.” Majid replies with a dangling cause:
“Can you pass for an Arab in an Arab town?”

At this point, just under four minutes into the fifteen-minute se-
quence, its dramatic tension is established-—Lawrence will lead a revolt
in the town of Deraa, and will have to overcome the obstacles of too
few men and the fact that he's not an Arab, Lawrence arrives in Deraa
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{Jy walks in a puddle (*walking on water”’—the second pay-
and pol ¥ this time 1n visual form} after almost being run over by
it th? hﬂBE; who is in the back seat of a motor car,
£ C f };,f Majid’s warning about net being able to pass for an
e ce is immediately noticed by some Turkish soldiers, who
i I‘Jaw;;: is brought to the office of the Bey, who selects him among
i hlm,]c;ung men brought in. This is one of the few scenes in the pic-
Severah} e emotional intensity is centered on dramatic irony—the au-
t1:11'€ W’ Ossecret knowledge that the Turk has captured a man who is none
dwnc-eisan Tawrence of Arabia, who carries a big price on his head. The
-Othm 4 of the tension reaches its climax when the Bey dismisses all the
ln;eer;sﬁ;n and begins closely questioning Lawrence, describing his own
Omtisery at being assigned to Deraa, then eyf)ing Lawrence .closely ar;ld
proclaiming, “No, that would be tn)(.) lucky,” a subtle reference tc.) the
fact that Lawrence has a price onl I'jixs head, and the nearest Lawrence
aving his identity revealed,
COI}}E}T;I:&}; s’triﬁs Lawrence and touches him “_fhile fnakjng a subtle sex-
ual reference, inspiring Lawrence to punch hlm 'Ihe‘Bey responds b'y
ordering him beaten, and Lawrence endure\? if, in a distant echo.of h-ls
comments about enduring pain in the opening sequence of the picture.
After the ordeal, Lawrence is dumped into Tfhe muddy street (the
final payoff of the “walk on water” line}, and Ali comes to his gld. The
retreat that follows closes off the dangling cause uttered I?y }}h earlier
about the danger of one more failare. It also marks the. beglqnlng of 'the
“third act” of the sequence; Lawrence has failed to achieve his abjective,
and the conseguences are explored. o
Over the course of two night scenes, Lawrence remains in shock. as
Al tries to nurse him back to health, telling him “Ypu ha\fe a body, like
other men”—a payoff of Lawrence’s claim that he is not just any man.
When Lawrence awakens in the third scene, the audience is giver a
glimpse of a plausible outcome of the film—the failure of the Ar.ab re-
voli. He announces he is going, that he has come to the end of himself,
In a reversal of his previous claim of not being just any man, he de-
scribes himself as just that: “any man.” He ielegraphs his intent: to go
to Jerusalem by easy stages, and then to find a job ‘that' any man can .dc-).
Lawrence asks Ali if he can barrow his thick coat; All objects that it is
“not clean”—the second pivoff of Lawrence’s line to Bentley about the
3 ing clean.
deh';:ebf;zgd” motif has come to a crashing end, as has I.,aw_refnce"s am-
bivalent identity of Englishman versus Arvab. Lawrence is disitlusioned,
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and the movie is apparently over. This emotional “low point™ marksg
the end of the second act. Lawrence, whose quest was to free the Arabg
from Turkish and British control, has failed. He tells Ali and the re.
maining Arabs to trust only their own people, and to let him go back 1g
his—a dialogue hook that knits the sequence (and act) to the next.

Sequence N: Lawrence Attempts to Resign

A British military parade, playing Western martial music, marks the
transition to the third act, and reinforces the notion that Lawrence has
now gone back to his own people and culture. He arrives at Allenby’s
headquarters, moving awkwardly again in his British uniform, and tries
to chat casually with fellow officers, who secretly express the teeling that
he is overdoing his attempts at camaraderie.

Character Arc

This phrase refers to the transformaticn a character can go through
in the course of a drama, and is understood as the conflict between
what a character wants and what the character needs. The character
is aware of his or her want, but unaware of his or her need until the
cuimination of the character’s story. Often, the character arc of the
protagonist carries the main theme of the picture.

Although Lawrence is a complex character, in general his con-
scious desire is to emulate the gods and change history; his uncon-
scious need is to realize that he is human and thus has limits. This
teglization oceurs to him at the end of the second act, after his fail-
ure in Deraa. In Toy Story, (see Chapter 2}, Woody’s conscious de-
sire is to maintain his place as Andy's most beloved toy; his
unconscious need is to realize that he cannot will love. This revela-
tion, too, occurs at the end of the second act.

MNot all characters are capable of such transformation, and the
result can be tragic. In One Flew Qver the Cuckoo's Nest (Chapter
9), McMurphy is incapable of change—of shedding his basic sense
of humanity—and is crushed. In Befng John Malkovich (see Chapter
11), Craig is never ahle to overcome his obsession with Maxine and
so is condemned to be “absorbed.”

Subplot characters can also have arcs and culminating transfor-

mations; in this volume, notable among them are the Chief in Cuck-
oe's Nest and Buzz in Toy Story.
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remice atrives at Allenby’s office just as Allenby a1_1d Dryde?‘ ire
'L f-l‘; a meeting with Beisal, after which Lawrence discovers t1 athe;
1 " o
E t aireement has been signed by the French and British tosxu eence
e . . .

Secrb world after the war—picking up a dangling ca’tjlse from Sequ
ﬁidwrence’s clain that “Arab is for the Arabs fnow ). I
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t” of the relatively
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e ok hich is unified by Lawrence's at-
i e, which 1s unihed by
it and a half minute) sequence, : \ s i
(€f‘h t to quit the Arab campaign. Allenby replies that he's n.lagurég;] his
}DE_ lju:a.h on Damascus on the 16th of next month—an ap‘p()u;l mA .
g : ' . - ‘
i 1? xpvhich he needs Lawrence to conunue his campaign with the rah >
;;wxence presses his case and Allenby, after noting that szrence
plood on his back, guides him to another room to talk f_urt er. ok
After a brief interlude with Dryden and Bentl.ey, ’fhe picture <l:]u 5 ac
‘0 Allenby, who manipulates Lawrence by stroking his hegofizlt ing o
: i i under-
i ith a destiny. This approach QUICKY
an extraordinary man wit : b auicy
i : ’ leading to a negative Tesolitio
mines Lawrence’s resofve, 1e gative xesolution, B o e
; fails in his atternpt to resign. 1he
quence-—Lawrence : o e
initi i ling causes—predictions 0y
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that he will take Damascus before Allenby’s troops do, ancli wht?tl'}ll f;edia_
i i he Arabs. The sequence ends wi
Damascus, he will keep it for t vl -
logue hoolk: Lawrence says hat the best of the Arabs won't come
money—they’ll come for him.

Sequence 0: The pDrive to Damascus

. L o
This sequence, the second-last of the picture, 15 .umﬁedhby Lawr(e)g;:ecs
i - ith the British drive to the same -
drive to Damascus, cross-cut with . . : <
tive, the two parallel siory lines often linked by dla}ogue hool\i;[tl)igii_
the “third-act tension” of the picture as a whole ].1'; eamgst.f Ai -
’ i 1l objective at the end of Act 1
rence’s abandonment of his oweral be
returns to the game, but this time in a more narrowly focused way: 0V
o > o k )
seizing Darnascus before the British do and then settm}.(g 111-:9 a nev\: Ezen
D i f $ has now
i _The issue of the Turks
ernment free of Allied control L ' been
rendered irrelevant; it is now the British Army that poses the chie
stacle. —
[n this vein, the openingshot of the sequence finds LGWEBECZ in. Elrd
ing-white Arab robes, riding in front of a large personat | Doa Irliscus),,
being greeted by a cheering throng of Arabs. He shouts



and leads his men onward, initiating a dangling cause that hooks intg
the following scene. The narrative switches to a British commeand tent,
where Allenby confers with his staff on the progress of the offensive
toward Damascus. This amounts to a recapitulation scene (see text box,
page 29), with the various officers bringing the general (and the audi-
ence) up-to-date on their situation, and one of them asking about the
Arab army noted on a map in front of them.

Allenby orders Colonel Brighton to make contact with the Arab
army to ascertain its whereabouts—initiating a dangling cause that ig
suspended through the following scene—and the scene ends with an-
other dialogue hook: Allenby pounding on the blackboard map and tell-
ing one of his generals to “pound them” with artillery.

The movie now dissolves to a long shot of flashes of artillery on a
distant batilefield concealed by hills, a spectacle being witnessed by Law-
rence, Ali, and the other Arabs. Ali expresses empathy for the Turks
being so pounded; Lawrence does net. This is a subtle payoff of the
motif of mercy planted by Feisal in his initial conversation with Bentley,
a motif that will be revisited forcefully for the remainder of the picture.

The Arab army continues onward, and a dissolve is used again to
transition back to the British Army, where British troops march in the
same screen direction. Allenby rides in an open-topped command car;
Colonel Brighton waves him down and gets on board. Brighton wears
an Arab headdress, a visual clue suggesting he has made contact with
Lawrence and the Arab army, and makes his report, closing off the dan-
gling cause of two scenes previous. He tells Allenby about Lawrence’s
cockiness, and predicts that the Arabs may reach Damascus before they
do. He qualifies his prediction by noting the presence of a Turkish <ol-
urnn ahead of him. Allenby ends the scene with another dialogue hook:
“I wonder where thev are now.”

This line of dialogue leads to the transition to the village of Tafas,
which the Turkish soldiers are shown abandoning after evidently de-
stroying it and massacring its occupants. The Turks are then seen in a
demoralized, bedraggled retreat across a dusty, windswept expanse.

Lawrence and the Arabs now move through the village, with a rage
evidently building up inside Lawrence. The Arab army lines up along a
ridge overlooking the retreating Turks, and here Lawrence is torn be-
tween Lhe counsel of Ali, who urges him to go around the Turks and
keep in mind the objective, Damascus, and the voice of one of his
guards, who urges “No prisoners.”

‘While he is in the midst of this quandary, one of the Arabs—Tallal,
whose village was sacked—makes a suicide attack on the Turks. This
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Jction leads Lawrence to announce the attack with the command: “No
prisonersf” What follows is the longest and most elaborate of t_he tl.lree
pattle scenes in the picture, a lopsided massacre th?t c]‘c‘)se:s.; off in bright
crimson the dangling cause initiated by Feisal earlier: “With 'Lawrence,
mercy is a passion; with me, it is just good manners. You will have to
<ee for yourself which is the more reliable.” It is allso a pwayoff of( ELaw-
rence’s eatlier line to Allenby describing his execution of ‘Gasim: “T en-
joyed it.” '

A long aftermath scene follows: a wardless, atmospheric advance by
the Arabs past the carnage, punctuated by Beniley's arrival to take a
Jhoto of Lawrence after castigating Lawrence for the brutality.

The flash of Bentley’s camera provides a visual transition to the last
scene of the sequence, which finds Lawrence accompanying the Arabs
ever forward. A man rides up to him and offers him grapes picked the
previous night in Damascus—an indirect signal of their progress 1o
their objective. The man also reports that Allenby is not yet there.

Sequence P: The Ambiguous Outcome

The final sequence, which runs almost eighteen minutes, is centered on
Lawrence’s attempt to create a functioning, independent government
for the Arabs. It begins with a recapitulation scene that brings the audi-
ence up-to-date with events occurring since the previous scene, and
launches several dangling causes that will be picked up in the rest of the
sequence.

Allenby arrives in Damascus to a Yarge crowd of jeering Arabs; Colg-
nel Brighton informs him that Lawrence is behind it—rthat he and his
Arab army had arrived a day and a half before and were cccupying the
town hall and other critical municipal ministries.

Unlike Lawrence’s triumphant zitack on Agaba, his arrival in Da-
mascus occurs offscreen, with the-gmotionally climactic moment com-
ing some time before—during the massacre of the Turkish column. The
storvtellers heve apparently chosen to emphasis the ambiguous n?tul'e
of the main character and his actions, instead of investing audience
ernotional involvement in his military triumph.

Brighton urges Allenby to clear out Lawrence and his men by force;
Dryden counsels against it, fearing a bloocbath. He imforms Allenby
that Feisal will arrive in two days time—a deadline providing the time
frame by which the problem must presumably be resolved. Allenby then
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issues his orders: troops to stay quartered in their barracks, includjy,

technical units—engineers and medics. This is a dangling cause thyy

shapes the action and leads to Lawrence’s failure.

The scene switches to the town hall, where Lawrence tries in vain g
get the quarreling Arabs to cooperate with one another. The scene prg.
vides a masterful example of economy in writing—the screenwriter i
able to use one scene to dramatize more than a year of wrangling be.
tween the various Arab factions that occurred historically.

In attempting to resolve the disputes, Lawrence learns that the
phones do not work because the electricity does not work; Ali suggests
English engineers be used to fix the electricity, and Lawrence objects,
telling him that to accept the help of English engineers is to accept En-
glish government. This bit of exposition—delivered in the course of an
argument—sheds light on Allenby’s decision to keep Army technical
units bound to the barracks. A late-arriving Arab announces that a fire
has broken out; Lawrence 15 compelled to rush out to try to sclve that
crisis, and the meeting seems to dissolve into chaos.

Contrast—silence and darkness—marks the transition to the next
scene, which finds Allenby practicing fly-fishing and remarking about
taking it up after the war. The lights suddenly go out—the electricity
has failed. Soon afterward, the Arabs are seen leaving the city, resolving
Allenby’s problem and signaling Lawrence’s ultimate failure.

The resolution of the picture as a whole is thus at hand. The remain-
der is an epilogue; while there is conflict and therefore dramatic tension
within the scenes, there is little in the way of tension—dramatic or
ironic—that runs through the whole.

Lawrence, working in a dark, silent, and mostly empty town hall,
writes a document while Auda and Ali stew nearby. Auda takes the doc-
ument away from Lawrence and tries to convince him to return with
him to Arabia; Lawrence refuses and utters a praver that he will never
see the desert again; Auda predicts he will return; these are two dangling
causes that are never closed off. Most typically, in an epilogue, whatever
dangling causes that remain are resolved, but in this case, with an am-
biguous hero, the storytellers opt for a finat sequence that is meore open-
ended.

Ali then reveals his own plans—he will stay and learn politics, an
occupation he’d never dreamed of till Lawrence entered his life. He
exits, and then he and Auda have ene last confrentation, in which Ali
confesses his deeply ambivalent feelings for Lawrence, and Auda initi-

ates another dangling cause—that Ali wil! ind being an “Arab” will be
more difficult than he expects.
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film switches to Allenby, who recei\'zes. a report from at.rgzdﬁ.}
A bout some situation demanding 1’1].5. immediate atten 11. k A
officer * ) him to Lawrence to inquire—a dialogue hook that Imks
g senis ext, where the same medical officer briefs lLawrence abEut
- tled, Turkish military hospital. Another dialogue hook—
g overCIO";’king “What's it like?’—links this scenc to tk'le rmxt,1 in
B 1ce visits the hospital and i3 overwhelmed by its squalor.
i LaWTe; is arrival,  British medical crew arrives, resolving the 1111.—
Shqrﬂygﬁerliln cause) about British intervention there. L_awrgnce is
e c;gutraged British soldier who does not recognize him.
Syap?edgf arxllow switches to Allenby’s office, where Feisal attempts to
3;;36 so?le authority for the Arab Council from Allenby and Dryden.

i‘al‘sal predicts that many will in the fyture be proud to say that Law-
el

rence was a friend of theirs—a faint ;;ho Dfl tﬁzl igex:feskel?;eglc;z
romotes him <ol ‘

cgfrtl-ff)urftl:gi Fgf r‘iﬁe é?;;ﬁzxge-an appointment that, like Auda’s pre-
diction, extends beyond the end _of the picrure. ki one more

Lawrence exils the room; Feisal att.empt_s t? i fatn D o o
time but it is too late; yet another re]at.\onsmp ts le hmlontml O.Ver e
and Allenby are left to haggle over another issue—ihe

i rnmental ministries. _
Var{f\)fl}llsiliotvh?ase two wrangle offscreen, Lawrence passe!z t}i;ouig :11; oi ,
feers’ mess and is accosted Dy the same officer wglo Zmip e
the military hospital. In 2 payoff of a line f’mm tde.opDamgascus) e
(in which he reveals he’d shaken Lawrences hig in o be, e
mman asks to shake Lawrence’s hand‘because hg ]}\fsttgva?d e e
to say U'd done it.” Lawrence rel}h;s by ;sekmg if they

i the dramatic ironmy o1 the scene ' .
Pu??ici::fga: Eﬂlenby’s office, Peisal and Allenby contmuedtoP?;agﬁ;lagsé
Brighton, who has seemned distracteq, asks 1o ‘behexcai:—% ;Orks Wit,h e
haggling is resolved with a compromise—2 Britis \; O
Arab flag on it Afrerward, Brighton 18 shown runni Dgho e The
to the building, looking, appaée-n'rlly,. forhlrgwrence, w
ves another unresolved relanonsp. )

Sce?s 1tiae final scene of the picture, LawIence 15 being d;ljvte}?r j:;is;_ iz:
desert expanse, and the two Thread.s that worked theu1 (;vr e}fsus ough A
life—divided lovalties and an_‘iden‘tlty of the Arab wor C\amvan e B
ish one—are played out one last time. The car p?\flsesdaofgrm:gh -
els, which seizes Lawrence's attenion, and a truckloa o e more
A motorcycle passes them by, hinting at the openng s
and subtly bookending it.

The
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firinkjng from his well. Lawrence persuades him to
invite them to Wadi Rumm, where he then persuades
Auda to join them in an attack on Aqaba. Unifying
Aspect: Dramatic Tension. Protagonist: Lawrence.
Objective: To get Anda to cooperate.

LAWRENCE OF ARABIA
Sequence Breakdown
Runni
Seq. Description Length TIilrI:: |
ACTI

A Lawrenf:e’s accic!ental death 1o start of journey to Feisal 11:30 11:30

(excl?.ldmg opening titles). Unifying Aspect: Dramatic (5;%))

Tension. Protagonist: Lawrence. Objective: To get to the

desert.

Point of attack: Newspaper account of Arab attack.

Also, memorial service points in direction of story.

B Lawrencel and_his Bedouin guide trek through the 17:06 28:36
desert. His guide is killed at the well by Ali. Unifying (14.%)
Asp_ec@ Dramatic Tension. Protagomist. Lawrence.

Objective: To get to Prince Feisal with his guide.

C Lawrence arrives just as Feisal's camp is under air 8:43 37:1%9
atiack. He meets Feisal and jcins in the retreat. Unifying (18%)
Aspect: Event {meeting Feisal),

D La.wre’nce confers with Col. Brighton and Feisal in 14:10 51:29
Feisal’s tent. That night he comes up with his solution (246/0}
to the problem: seizing Aqaba, and succeeds in
perSL‘ladmg Ali to join him. Unifying Aspect: Dramatic
Tension. Protagonisi: Lawrence. Objective: Initiate a
solution to the Arab problem.

Predicament: Lawrence undertakes to unite the Arabs
to throw off the Turks.
] ' . ACT 11
{Main tension: Will Lawrence succeed in uniting the Arabs
to overthrow the Turks?)

E The journey across the An Nafud desert, ending when 16:17 1:04:58
they reach the far side ef the Sun’s Anvil. Unifying (310/-0)
Aspecr: Dramatic Tension. Protagonist: Lawrence.

Otbjective: To get through the An Nafud.

E Lawrence returns to the Sun’s Anvil Lo rescue Gasim; in 13:27 1:18:25
thf.- e_zﬂermat.h, Ali discovers Lawrence’s illegitimate (37;%)
origins. Wh_lle Lawvence {s asleep, Ali burns Lawrence’s
clothes, Unifving Aspect: Dramatic Tension, Protagonist:

Lawrence. Objective: To rescue Gasim.

G Lawrence tries‘on his new Arabic clothing, encounters 14:53 1:33:18

Auda Abu Tayi, who threatens the other Arabs for {44%)

Lawrence of Arabia: Sixteen Sequences and an fntermission
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The united Arab tribes set off for Aqaba; just prior to
the attack, Lawrence is forced to execute Gasim. The
next morning, the Arabs attack Aqaba, after which,
Lawrence decides to head back to Cairo across the Sinai.
Unifying Aspect: Dra matic Tension. Pretagonist.
Lawrence. Objective: To Jead a successful attack an
Agaba.

First Culmination: The atfack on Agaba.

Lawrence leads Farraj and Daud across Sinai; loses
Daud in a quicksand; Lawrence and Farraj arrive in
Cairo and drink at the officers’ club, where Lawrence
announces that they had taken Aqaba. Unifying Aspect:
Dramatic Tension. Protagonist Lawrence. Objective: To
jead Farraj and Daud across Sinai te Caire.

Lawrence debriefs Gen, Allenby and tries to resign;
Allenby persuades him to stay on and the two plan the
next campaign. Unifying Aspect: Dramatic Tension.
Protagonist, Allenby. Objective: To persuade Lawrence to
return to Arabia.

INTERMISSION

American reporter Jackson Bentley arrives in Agaba and
confers with Feisal, then observes Lawrence leading an
attack on a Turkish train, Lawrence is wounded by a
dying Turkish soldier; in the aftermath, Cel. Brighton
warns Lawrence that the thievery and desertion musl
stop. Unifying Aspect. Dramatic Tension. Protagenish
Bentley. Objective: A newspaper $iory about Lawrence.

Lawrence leads another attack on a train, in which
hotses are being transported, Auda takes the horses and
mast of his men, leaving Lawrence's force very small
He struggles on with the campaign, losing Farraj 10 an
accident in which he must be the executioner. Unifying
Aspect: Dramatic Tension. Protagomisi: Lawrence.
Objective: To keep the campaign going.

Col. Brighton and Gen Allenby confer about
Lawrence’s chances of taking Deraa; Lawrence
challenges his small group to walk en water with him;
in Deraa, Lawrence’s effort 1o rajse a revolt s quickly
thwarted; he is captured, tortared, and in the aftermath,
tells Ali he is sbandaning the cause. Unifying Aspect:
Draratic Tension. Protagarise: Lawrence. Objeriive: To
foment sevolt in Deraa.

Second Culsination: Lawrence™s failare at Deraa.

ACT I

The main tension—will Lawrence succeed in uniting
the Arabs against the Turks—has essentially besn
resolved in the negative, In the third act, hope for this

15:42

11:30

12:04

13:20

10:02

15:22

837

1:49:00
{51%}

2:01:30
(57%)

2:12:34
(62%)

2:25.54
(69%)

u
(=21

2:51:18
(81%)

2:59:55
{85%)
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is rgvived with a new, specific focus: the campaign
against Damascus, and the achievement of sel-
government (i.e.,, overthrowing the British as well as the
Turks). In this sequence, Lawrence returns to British
he'ac}quarters, where he discovers the secret pact the
British and French have signed to rule Arabia after the
war; he tries a second time to resign. Gen. Allenby again
persnades him to stay on and lead the Arabs in an attack
on Dama_scus. Unifying Aspect: Dramatic Tension.
Profagonisi: Lawrence. Objeciive: To resign.

(e} Lawrf.‘nce leads the Arabs on an attack on a fleeing 14:50
Turkish column, then on inte Damascus. Unifying ‘
Asp.ect: Dramatic Tension. Proiagenist: Lawrence,

Ol?)ective: To lead the Arabs o Damascus before the
British Army gets there.

P Lawrence tries in vain to get the Arabs to unife in 17:44
governing Damascus; in the end, Feisal is able to achieve .
par_tla} victory and Lawrence returns te England.

Unifying Aspect. Dramatic Tension. Frotagonist:
Lawrence. Objective: To establish an independent Arab
government in Damascus.

Resolution: Lawrence fails to achieve his objective of
freedom for the Arabs.

3:14:45
(929%)

3:32:29
{100%)

The Graduate: Passive Main
Character

The “pagsive main character” posesa vexing problem for screcnwriters.
Ag detailed in Chapter 1, the most commonly used tool in engaging au-
dience attention is dramatic tension, which relies on a character who
actively strives to achieve an objective. The implication is that & passive
main character—one with little or no desire andfor little interest in
achjeving an objective—is a poor choice of protagonist and should be
avoided.

The only problem with this argument is that some great films have
been made with passive imain characters, among them Stalag 17 (1953),
Being There (1979), and, in the present study, The Graduate (1567). Tt
is thus useful to remember that a writer is confined not by rules or for-
mulae but only by the need to keep an audience wondering what is
going to happen next. [n the case of The Graduate, the tool used 0
achieve this, in the central part of the film, is dramatic irony.

While it is certainly true that dramaltic tension is used in the first
act—seduction—and in the last act—Ben’s famous pursuit of
Elaine —in Act I1, the story is propelled primarily by fear in the audience
of what will happen when Ben's secret is revealed, and hope that he will
be able 1o keep it concealed. While he clearly wants sex, he doesn’t strive
for it, and his partner is willilg, so there is no obstacle to getting it—
other than the care he needs to take to avoid being found out. Later,
when he meets Elaine, his objective is 10 ditch her, and again obstacles
are minimal. The excitement, again, comes from his fear of discovery.

145
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As to sequence structure, the film is noteworthy in having only
seven—two in the first act, three in the second, and two in the third.

Sequence A; Escape

The eighteen-minute opening sequence is unified by an escape attempt:
Ben trying to escape from the party, once he achieves this, from the
seduction attempt by Mrs. Rebinson. Aside from being engaging, it is
also a tour de force in exposition, establishing not only Ben’s immediate
situation, but also the web of relationships around him. Although the
film 1s a comedy, it veers into searing pain in the second half as these
relationships are ripped apart.

The picture opens with both a visual puzzle—a close-up of a young
man, seen in the title sequence, who is sitting by an aquarium in such a
way that it appears he’s underwater—and a verbal puzzle: an offscreen
voice asking the man, “What’s the matter?” Very quickly, a certain
amount of dramatic tension is introduced—the parents want Ben to
come downstairs, and he doesn’t want to.

During this conversation, the exposition as ammunition approach
(see text box, page 22) is used. In trying to persuade Ben to come down-
stairs, Ben’s father reveals that guests are downstairs, that they’re all
good friends of the family who have known him since he was born. Ben
in turn expresses concern about his future. When Ben’s mother enters
and asks if anything’s wrong, Ben's father says “no”—vielding insight
into the family system: Ber’s expressed needs are ignored.

After Ben is conveyed downstairs, the scene plays out as a classic es-
cape, with Ben making three attempts to get out, the first two thwarted
by suffocating guests, before he succeeds at last and closes the door in
an apparent victory,

Ben’s quiet moments alone—a classic aftermath scene—give the au-
dience its first glimpse of & possible cutcome to the sequence—Ben suc-
ceeds. Mrs. Robinson arrives after a brief respite, though, and the
conflict resumes. It’s worth noting that Ben’s atternpts to persuade Mrs.
Robinson to leave him alone are constrained by their relationship,
which has been carefully set up in the preceding four minutes: she is
not only an adult, but a lifelong acquaintance and family friend. He
can’t just blow her off.

Soon enough, she does go away, giving Ben another apparent victory
before she returns once more and asks for the ride home, an obligation
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from which Ben cannot escape. This brief interlude of apparent success
is actually the second glimpse of a plausible outcome to the sequence:
Ben succeeding in escaping.

During the next seven minutes, although Ben remains the “protago-
nist” of the sequence and his objective remains the same—escape—he
plays an increasingly passive role, and Mrs. Robinson’s attemp.t at se-
duction shapes the action. Drawing on their long-standing relationship
and her parent-like zuthority, Mrs. Robinson cajoles him into keeping
her company, plies him with a drink, puts on music, and opens up to
him. Ben guesses her game—seduction—-and calls her on it, giving the
audience a glimpse of yet another outcome to the sequence: he con-
fronts Mrs. Robinson and is able to go home.

Mrs. Robinson uses superb manipulative skills to salvage the situa-
tion, again drawing on her position as parent/ authority figure. With Ben
embarrassed by his accusation, Mrs. Robinson gets him upstairs on the
pretext of looking at Elaine’s portrait—a subtle introduction of one of
the major characters.

Mrs. Raobinson resumes and escalates her seduction attempt in the
intimacy of Elaine’s room, but overplays her hand and Ben agzin calls
her on it, this time leaving the room and going downstairs. This repre-
sents the fourth glimpse at a positive outcorne for Ben.

Mrs. Robinson again salvages the situation with a request that Ben
bring her purse, and this leads to her final, most explicit attempt at se-
duction, confronting him in the bedroom, naked, and inviting him to
call any time—a dangling cause picked up in the second sequence, Ben
rejects her one lest time as Mr. Robinson arrives.

Now Ben has successfully resisted seduction, and the “third act” of
the sequence commences: escape from M. Robinson. The four-minute
scene is propelled by dramatic irony: audience knowledge of what has
just happened between Ben and Mrs. Robinson. The richness of the
irony is explored in Mr. Robinson’s advice to Ben to sow some wil(.i oals
and “have a good time with the girls,” and his remark to Mrs. Rebinson
that Ben is the type who needs to fight women off. Mr. Robinson’s re-
marks also reinforce the impression of the principles’ close-knit rela-
tionships, reminding Ben that their fathers are partners and that he'd
watched Ben grow up. ‘

The sequence ends with the telegraphing of Elaine's arrival back
home, and .a dangling cause uttered ironically by Mrs. Robinson: “r
see you soon, I hope.”
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Sequence B: Consummating the Affair

The second sequence, which runs just under seventeen minutes, is cen-
tered on Ben’s desire to follow through on Mrs. Robinson’s invitation
to have an affair. While this is structured as dramatic tension—
protagonist with an objective—the tension derived from it is primarily
ironic—fear that the affair will be found out. This need for secrecy, and
Ben’s ambivalence, can be seen as the primary obstacles.

The sequence begins with a three-minute birthday-party scene,
which contributes to the tension of the sequence only in the sense that
it dramatizes how empty and unhappy Ben’s life is with his parents. As
in the opening scene of the picture, they ignore his feelings and in this
case embarrass him. The scene has dramatic tension—Mr. Robinson
trying to get Ben out of the house—and provides a good example of
retardation: half of the scene elapses berween when Ben’s voice is heard
from inside the house, and when his father finally throws open the door
and reveals the birthday present (scuba outfit) Ben is wearing. After he
gets into the pool, an aftermath scene ensues, in which Ben stands qui-
etly isolated at the bottom.

The following scene picks up on the dangling causes left over from
the first sequence—Mors. Robinson’s effer to see Ben any time, and her
expressed hope that she’ll see him soon. Ben is on the phone to Mrs.
Robinson, inviting her to a drink at the Taft Hotel. He 1s smoking—a
payoff of a remark made in the opening sequence by Mrs. Robinson
{“The track star doesn’t smoke.”) Mrs. Robinson replies to his invita-
tion by saying she’ll be there in an hour, an appointment that helps to
frame the following scene, which involves nothing more than Ben wait-
ing for her.

The “first act” of the sequence is essentially set with these few words,
since the bulk of the setup—Mrs. Robinson’s attempted seduction and
her invitation to him to call to consummate an affair—occurred in the
previous sequence.

After Ben speaks to Mrs. Robinson, he wanders around the lobby of
the hotel, encounters the suspicious clerk, awkwardly introduces hiimn-
self at a party where he’s not a guest, then finally enters a bar and waits
for her. When Mrs, Robinson arrives, Ben is tasked by her with getting
a room, generating a scente propelled by simple dramatic tension, the
object being the room, the obstacle being the suspicious hotel clerk, and
the emotion springing from fear of discovery.
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Ben succeeds in getting the room, then Mrs. Robinson r}lakes an ap-
pointment to meet him there in five minutes, This appointment sus-
tains anticipation through Ben’s long approach to the room glong the
cosridor of the hotel, and his nervous preparations, vx.rhlch include a
tooth brushing that pays off some dialogue planted eaxlier.

With Mrs. Robinsory’s arrival in the rocom, the “third act” of the se-
quence is at hand. The tension surrounding Ben’s getting the room is
resolved; now there remains only for him to consummate the a‘rjfalr. HIS
awkwardness and deep ambivalence provide the obstacles to this obJec-
sive. The scene culminates with Ben calling it off, in the} process ar-tlcuf
Jating his moral concerns and the web of relationsh-lps t_hat will be
endangered if they are discovered. These issues, implied till now but
here made explicit, provide the stakes underlying the hopes and feazs of
the second act. : .

At this point in the scene, Mrs. Rabinson manipulates him once
more, displaying skill she’d shown in the opening sequence. She ques-
tions his manhood, and he rises to the challenge. When the room goes
dark, the sequence ends, and music (which, as in Toy Stery, serves as a
curtain) signals the transition from Sequence B to Sequence C, and
from first act to second.

Sequence C: The Affair

The third sequence, a short one at just over seven minutes, COMMEeNces
with a four-minute musical mterlude portraying Ben drifting through
the summer and the affair. There are several hints of conflict between
him and his parents, a conflict that is developed during the scenes that
follow. '

During a confrontation between Ben and his father, the Robinsons
arrive, creating some ircnic tension, and Mr. Robinson, for a secopd
time, tells Ben that Elaine will be coming to town soon, and asks him
1o give her a call-—a dangling canse picked up during the next two se-
quences. o o .

In the subsequent scene with his mother, the ironic tension that
spikes at the tail end of the scene with the Robinsons is developed fur-
ther. Here, she inquires about his late-night activities, and he struggles
to keep cool to preserve the secret.
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Sequence D: The Confrontation

Sequence D consists of a single scene that runs over nine minutes in
length. It is something of an anomaly because it has little causal connec-
tion to the previcus sequence beyond a sense that Ben is taking his
father’s advice and becoming more active—though not on his career or
studies, but on his relationship with Mrs. Robinson.

The scene/sequence is unified by dramatic tension: Ben’s desire to
connect with Mrs. Robinson on more than a sexual level, and Mrs, Rob-
inson’s resistance to this. It follows a three-act structure, with Ben de-
claring his intent to talk to her, and succeeding in this regard, three
minutes into the scene; a resulting culmination, or turning point, when
their discussion turns to Elaine and escalates inte a confrontation; and
a resolution to the tension when the two agree to have sex after all, with
Ben now the one refusing to talk.

Mrs. Robinson’s warnings to Ben that he promise never to take out
Elaine are dangling causes that pick up on Mr. Robinson’s previous sug-
gestions to Ben, and are realized in the subsequent sequence, which will
center on the problem of Elaine.

Sequence E: Elaine

This fifteen-minute sequence is centered on Elaine’s intrusion into
Ben’s life. As in Sequence C, the tool used to engage the audience is
primarily dramatic irony. Ben clearly has a dramatic objective—alienate
Elaire—but no dramatically compelling obstacle presents itself beyond
perhaps crealing waves in his relationship with Mr. Robinson and his
parents. What generates the tension is the fear that Elaine will discover
Ben’s secret. The last third of the sequence echoes the last third of the
movie as a whole: Ben pursues Elaine. Mrs. Robinson interferes, though,
and in revealing the affair to Elaine, she resolves the ironic tension of
the sequence.

The sequence begins with two simple dramatic scenes, which actually
share the same line of dramatic tension: Ben’s parents try to urge him
to ask Elaine out, When he refuses, Ben’s mother threatens to invite all
the Robinsons over for dinner, forcing Ben’s hand. Ben’s decision to ask
Elaine out, and Mrs. Robinson’s enraged response, pick up on dangling
causes in several previous sequences.
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When Ben arrives at the Robinsons to pick up Elaine, the scene is
rich with ironic tension, as Ben is fearful of Mrs. Robins:.on’s reactlgn,
and Mr. Robinson is completely oblivious to what is going on behind
his back. Here, Ben telegraphs his agenda to Mrs. Robinson—he Plans
to treat Elaine to dinner and a drink and bring her right bac,k. Thls fef—
fectively ends the “sequence first act,” as the main character’s objective
is clear and he sets out to realize it. ’

Ben takes Elaine on a fast car ride and provides minimal verbal inter-
action, then leads her to a strip club, where she is humiliated. Her tears
evoke a strong feeling of regret in him, and he pursues her and attempts
to apologize for his rudeness. His apology extends into th'e next scene
2t a fast-food drive-in, where the two become better acquainted, and in
the scene that follows this, when Ben stops his car in front of her house
10 let her off and it is apparent their relationship has improved cgnsid-
erably. Here, Ben decides not to drop her off after all—in vmlatlorlq of
his own stated plan—and the two proceed to the Taft Hotel for a drink.

[n the brief, comical scene that follows, many hotel employees recog-
nize him and call him by the false name he'd given at the hotel initially.
Ben is thus exposed to Elaine as having had an affair, though he doesn’t
reveal with whom. The scene is imbued with dramatic irony—fear that
the truth will come out. Ben confesses his liking for hier; she reveals the
feeling is mutual, and the two make an appointment for a date the fol-

lowing day.

Figure 14. A considershla porticn of The Gradua‘te(ig_fs?)‘is driven by dra-
matic irony—the audience’s fear that Ben’s iificit affair w.[H be found out.
This scene, in Sequence E, explores the problern in & comic way—many of
ihe Taft Hotel's workers identify Ben as “Mr. Gladstone.” The fear is that
Elaine will figure it out. {(Frame enlargement)

| = ¥ -




152 SCREENWRITING

The next scene features preparation by contrast—Ben is shown driy-
ing his car in the rain, a box of flowers ready, anticipating his date with
Elaine. He stops the car and a woman gets inside—who is abruptly
shown to be not Elaine but rather Mrs. Robinson. She warns him never
to see Elaine again; he refuses to obey; she threatens to expose the affair.
He rushes off to get to Elaine before Mrs. Robinson does.

Ben tries desperately to get Elaine out of the house before Mrs. Rob-
inson arrives, but he fails, and the truth comes out at last. This shatter-
ing scene of recognition resclves at last the ironic tension created at the
commencement of the affair at the end of the first act, and thus marks
not only the end of the sequence but also the end of the second act. The

main tension has been resolved in the negative: Ben has failed to keep
the secret.

Sequence F: The Quest Begins

As in the transition between the first and second acts, a musical inter-
lude provides the curtain that separates the second and third acts. This
interfude fulfills the function of an aftermath scene, a pause that helps
the audience digest the shattering power of the scene of recognition that
just preceded it. Ben remains passive, either lying around in his room,
or watching Elaine from a distance, There are some hints of change in
him, though—his hair is left more tousled and his makeup suggests fa-
tigue.

At the end of this interlude, Ben announces to his parents that he is
marrying Elaine. This dangling cause propels the Jast third of the movie.
In fact, the brief scene with his parents constitutes what might be con-
sidered the “first act”—or setup—of the entire third act of the film. All
the exposition has been taken care of—the audience is aware of who
Ben and Elaine are, all their relationships, and the history between
them. In the scene with his parents, Ben reveals that he hasn’t told any-
one about his intention to marry Elaine, not even Elaine, and that in
fact Elaine doesn’t like him. The obstacles to his objective are thus laid
out, so immediately upon conclusion of the scene, the third act ten-
sion—will Ben succeed in marrying Elaine?—is initiated. Dramatic ten-
sion at last takes over forcefully as the chief tool used to engage audience
attention and more than two-thirds of the way into the movie, it takes
on a more traditional structure.

‘r
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Ren also tells his parents he is leaving for Berlkeley_ .that day, and has
suitcase in his hand, an appointment that is paid th in the next' sceﬁe,
jvhen Ben is shown driving north to Berk.eiey. Thfi inter-act musmalﬂm-
terlude is picked up again during this d-rwe and in §everal scenes after-
ward, when Ben is shown watching Ela1.ne from a distance. .

The interlude ends when Ben moves into an apartmept, then Pulsues
Elajne on a bus and makes his first contact with hler. H1§ pursuit rnee}:s
her immediate resistance, intensifying the draz?latlc tension, and at‘fl ¢
roo—a destination telegraphed on their bus rlde—'Ben encountders "nts
Erst big obstacle, Carl, Elaine’s boyfriend. After Elaine and .Carl epaf ,
Ben remains quietly behind, in an aftermath scene 'that remforce;lt he
strong emotions he feels for Elaine, and the dimension of the problem

i lizing his objective.

i ?;si;nnﬁ sho:vn shavjing in his room, when Elaine visits him and
confronts him about his appearance in Berkeley. In the course o.f the
argument, Elaine reveals that her mother claims that Ben r.aped'her_, Be?n
sets her straight on this and an important obstade. to his objective 1s
removed. In the process, though, Ben is ordered by his landlord to 1ea;a?,
sefting up a new obstacle, and as a consequence he seem)s. to lo§e ]13
drive to his objective. He begins to pack and tells he‘r he’s not in the
mood to talk. [n response, Elaine unexpectedly txlells.hlm she wants him
to stay, at least until he has a definite plani This ‘51gmﬁcar1t developme[}.:
is punctuated by a short aftermath scene, in which Ben watches her exi
the apartment and walk dows the street.

Figure 15. “I'm going to marry Elaimg Robinsonl.l” With t’m; dan%ltlﬂg,
cause, Ben launches the gramatic tension that umﬁes the; entirety Elaine
hird act of The Graduate (1967): will he succeed in tracking down

and getting her to mary him? (Frame enfargement)
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Elaine returns that night in what amounts to a continuation of the
previous scene; here, the roles are reversed, as she has become the pur-
suer. She requests that he kiss her, and he asks her to marry him. She
seems open to the idea, and tells him she’ll think about it—a dangling
cause picked up in the following scene,

This amounts to the end of the “second act” of the sequence, a turn-
ing point where Elaine proves to be open to the idea of marriage, and
now it becomes simply a matter of Ben pursuing her so as to close the
deal. For the rest of the sequence, he pursues her and badgers her about
getting married, first outside a classroom, then in a gymnasium, where
she announces she’s seeing her boyfriend Carl that night to discuss mar-
riage. Ben’s emphatic reaction—a loud “What?"—is a dialogue hook
that is picked up in the following scene at the library, where he asks
Elaine how he proposed and where—suggesting a car—a payoff of the
dialogue earlier in which Mrs. Rebinson revealed Elaine was conceived
in the back of a Ford.

The sequence reaches an apparently positive resolution outside
Elaine’s classroom, where Ben asks her if they’ll get married the next
day, and she replies, “Maybe we are, maybe we're not”—a dialogue
hiook that, combined with the kiss at the end of the scene, Jnits it te the
seventh and final sequence of the picture.

Sequence G: A Chase In The Final Reel

This fifteen-minute sequence, which centers on Ben’s quest to get to
Elaine before she marries Carl, begins with a classic scene of preparation
by contrast: Ben proceeds to buy an engagement ring, flowers, and some
other presents, giving the impression of an impending wedding. This
expectation ends in the surprise twist: Mr. Robinson is waiting for him
in his room.

M. Robinson provides a grave obstacle to Ben’s ambitions; he in-
forms Ben that he’s already contacted Elaine to make sure Ben can’t get
to her; the scene then ends with a dangling cause—a threat that if Ben
ever tries to pursue Elaine he’ll be arrested—which hooks the scene into
the next,

Ben tries to contact Elaine by phone, then in person; he discovers
she has left school, and gets a note from her apologizing and explaining
her parents’ anger at her. Ben next heads south to the Robinson house,
where he learns from Mrs. Robinson that Elaine will scon be married.
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This deadline serves to intensify the remaining dramatic tension, and
disclosure to Ben (and the audience) marks the end of the “first act” of
the sequence: Ben’s chjective and principal obstacle are made clear. Be-
fore leaving Mrs. Robinson, Ben warns her that he will find her and
Mrs. Robinson expresses doubt—dialogue that hooks the scene into the
next one, which finds Ben speeding back to Berkeley.

Ben stops at Carl’s frat house, where he gets confirmation that Carl
is indeed getting married, and finds out where; Santa Barbara. Ben_re-
sumes his speedy quest to Santa Barbara, where he stops at a gas station
to try to find out where the wedding is taking place. As he hops bac}k
into his car, the gas station attendant asks him if he needs gas—a motif
paid off in the following scene, when he runs out, short of the church.

Ben runs the final distance, enly to discover the wedding has just
ended, presenting an apparently negative resolution to the sequence and
film as a whole. Upon seeing Bex, though, and surveying the angry reac-
tion of her family, Rlaine chooses him and the two make a memorable
escape from the church.

They mount a bus, and sit wordlessly in one of the great afiermath

scenes in cinemna history.
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THE GRADUATE
Sequernce Breakdown
Running
Seq. Description Length Time
ACT1

A Benjamin flees frem the party, fends off Mrs. Rebinsen, 18:05 18:05
unwinds with Mr. Robinson afterward (excluding (18%)
opening titles). Unifying Aspect: Dramatic Tension.

Protagonist: Ben, Objective: To be alone.
Point of attack: Mrs. Robinson tries to seduce Ben.

B Benjamin endures humiliation with his scuba gear, then 1656 35:.01
initiates the affair with Mrs. Robinson at the Taft Hotel, (34%)
Unifying Aspect: Dramatic Tension. Prozagenist: Ben,

Objective: Sex.
Predicament; Benjamin is having an affair with the
wife of his father’s partner.
ACT II
{Main tension: Will Benjamin be able to continue his affair
without being found out?)

C Musical montage poriraying the affair; Ben's Mom 7:45 42:46
becormes suspicious. Unifying Aspeck: Dramatic Tension. {42%)
Protagonist: Ben. Objective: To conceal the affair.

D Ben tries to engage Mrs. Robinson in talk; she warns 213 51:59
him against asking out Elaine. Unifying Aspect: {51%)
Dramatic Tension. Protagonist: Ben. Objective: To
communicate with Mrs. Robinson.

First Culmination: Ben asks Elaine out (53:11—52%).

E Ben's Dad suggests he ask Elaine ouf; under threat of a 15:20 1:07:19
party he does 50; he takes her on a date, falls in love, {66%)
Mors, Robinson ambushes him and the truth comes out
to Elaine. Usnifying Aspect: Dramatic Tension.

Profagonisi: Ben. Objective: To deal with Elaine.
Second Culmination: Ben has fallen in love with
Elaine but his affair apparently wipes out any hope
for him (1:07:19—66%).

ACT L

F The main tension has been resolved—the affair was 19:46 1:27:05
discovered—Dbut a new tension has taken its place: Ben (85%)

wants to marry Elaine. This sequence (and act) begins
with a musical montage, proceeds with Ben’s
declaration that he is going to marry Elaine; he pursues
her in Berkeley, at last gets her to say “Maybe.” Unifjing
Aspect: Dramatic Tension. Protagonist: Ben. Objective:
To get Elaine to marry him.
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Benjarmin buys a ring—then finds his plans thwarted by
the arrival of Mr. Robinson. Benjamin frantcally
pursues Elaine—first to LA, then back te Berkeley, and
finally down to Santa Rarbara for the finale. Unifying
Aspeéf: Dramalic Tension. Protagonist. Ben. Objective;
Elaine.

Resolution: Ben and Elaine make it to the bus.

Epilogue: Ben and Elaine on the bus.

15:20)

1:42:25
{100%)




One Flew Over the Cuckoo 'S
Nest: Midpoint Reversal

Thif; shattering 1975 winner of five Academy Awards is powered pri-
marily by the tool of dramatic tension—the desire of one character
R. P. McMurphy, to beat the system to avoid labor at the work farm’
McMurphy runs into some substantial obstacles while in pursuit of hisl
objective, but in the end his own “flaw”—hjs basic decency, humanity,
and. impulse to inspire joy in the life of others—brings him down. Thus}
unlike some of the other pictures studied in this volume that are pro-,
Qelle.d by dramatic tension, the protagonist’s struggle toward his objec-
tive is ‘somewhat muted in Cuckoo’s Nest. McMurphy is not constantly
scheming for ways to beat the system; rather, he is constantly distracted
from that objective by pursuing other kinds of activities that strike his
fancy. As a consequence, the film has something of a more leisurely
pace, and many of the scenes and sequences are not connected with a
chain-like cause-and-effect aspect notable in other films studied herein.
The film is unified by place as well as dramatic tension: only one
sequence takes place away from the state mental institution. With antic-
Ipation created by McMurphy’s objective, and the sense of unity shored
up by copsistency of place, the filmmakers are free ta explore the subject
manner in an ensemble fashion, and develop several subplots exploring
the theme of freedom, among these the story of the Chief and that oof
Billy Bibbit.
In terms of sequence structure, the film is unusual in that it has nine
of them—the third act has three instead of the typical two. Consistent
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with the leisurely pace of the film, three of the nine are unified not by
dramatic tension but by events or actions.

sequence A: The New Arrival

The picture begins with a series of visual puzzles, accompanied by music
that plants, subtly, a Native American motif. The opening image is that
of an automobile approaching at either dawn or dusk, and is followed
by the images of patients asleep inside an institution, The occupants of
the automobile and their purpose are left a mystery, and the connection
with this and the sleeping inmates is not at first clear.

Soon enough the film shows what appears to be the ward of a hospi-
tal coming to life, with the antagonist of the picture, Nurse Raiched,
introduced in what appears to be the flow of & normal morning. Pa-
tients are treated to “Medication Time,” accompanied by calming clas-
sical music.

When the mysterious automaobile arrives at the instifution and
McMurphy is taken out and released into the custody of the medical
personnel, the pieces of the puzzle begin to fall into place. When Nurse
Raiched and her assistant Nurse Pilbow start inventorying the contents
of McMurphiy’s bag, it is clear he will be staying at the institution for a
while. McMurphy casually makes his rounds of the ward, introducing
himself first to the Chief (an act that signals the Chief’s coming signifi-
cance in the story), then to some of the other inmates who play cards.
[n this scene, the motifs of card playing and of McMurphy’s “dirty” set
of cards are planted.

Eight and a half minutes into the opening sequence, McMurphy ar-
rives at an intake interview with Dr. Spivey, and the remaining ques-
tions raised by the opening puzzle are answered: McMurphy has a
criminal record and has been sent fo the mental institution from the
work farm for evaluation to see if he's mentally ill, There is also a suspi-
cion that McMurphy is faking his riental illness in order to get off work
duty. Although it’s impessible to know for sure, McMurphy's mischie-
vous nature, manifest in this scene and the previous one, suggest that
he may indeed be trying to fake the mental illness.

Dauring the course of the scene, the motif of fishing is planted
{through McMurphy's observations about a photo of Dr. Spivey hold-
ing up a big fish), as is McMurphy's propensity for getting into fist-
fights. The scene (and sequence) end with Dr. Spivey telegraphing the
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future plan (McMurphy will remain there for a while for evaluation?,
and with McMurphy’s declaration: “I think it’s time we got to the bot-
tom of R. P. McMurphy”—a dangling cause that is picked vp and devel-
oped throughout the rest of the picture.

Sequence B: Getting Acquainted

The second sequence in large measure continues both the leisurely pace
of the first and its general thrust: McMurphy is getting acquainted with
his new home. Like Sequence A, it is unified more by an event than by
dramatic tension built from the desire of a protagonist. What distin-
guishes the three scenes of Sequence B from Sequence A is the introduc-
tion of important information at the Dr. Spivey scene, which amounts
to the point of attack of the picture. McMurphy’s background and his
apparent intent (to fake mental illness) infuses the subsequent scenes
with a subtle ironic tension.

It could be argued that the first act of the movie as a whole ends with
the interview scene in Dr. Spivey’s office, because it is at this point that
McMurphy’s objective is substantially revealed, and the subsequent
scenes find him pursuing this objective albeit at a leisurely pace. One
important ingredient is still missing at that point, though: Nurse
Ratched. She is introduced in the first sequence but only in a very cur-
sory way; the central role she plays in the institution and in the story
has yet to be made clear, and the initiation of her relationship with
McMurphy is the subject of the second sequence (she is present in all
three scenes).

The sequence opens with the first of the group therapy scenes; Nurse
Ratched is the protagonist of the scene and her desire is to lead the dis-
cussion. After overcoming initial resistance, the discussion occurs--
degenerating intc a gruesome verbal slugfest. The scene ends with a
brief aftermath beat: McMurphy and Nurse Ratched making eye contact
across the room.

The film then switches to the recreational area of the institution, with
no causal connection to the previous scene. McMurphy notes the barbed
wire fence and a school bus loading some of the patients just outside
the perimeter—planting two motifs paid off in Sequence D. The protag-
onist of the scene is McMurphy; his objective is to teach the Chief to
play basketball. While he is trying {and, ultimately, failing at this task)
Nurse Ratched is shown watching his activities from a high window.
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The third and final scene of the sequence finds McMurphy and the
other patients playing cards, paying off the motif established earlier.
Two other important motifs are planted in the scene: gambling for ciga-
rettes and McMurphy's interest in the World Series. McMurphy is the
protagoruist of the scene, and his objective is to play cards; the obstacles
consist of the mental incapacity of sorme of the patients and the loud
music. In rying to turn down the music, McMurphy has his first direct
confrontation with Nurse Ratched, which ends with him pretending to
swallow a pill she insists he take. Afterward, he makes a bet with the
others that in one week he’ll “put a bug so far up her ass she won’t
know whether to shit or wind a wristwatch.” This dangling cause serves
as a cdialogue hook into the next sequence, where it is played out over
the issue of a baseball game.

The end of the scene marks the end of the first act. All the principal
characters have been introduced, McMurphy’s objective has been made
clear, and his chief obstacle—Nurse Ratched—has been introduced as
well. The main tension—iwill McMurphy be able to beat the systemi—is
now in play.

Sequence C: “Want to watch the World Series?'”’

This seventeen-minute sequence is the first in the picture unified by
dramatic tension. McMurphy is the protagonist, and his objective is to
get the schedule changed so everyone can watch the World Series. Tt
begins with a strong undercurrent of dramatic irony—the audience
knows about McMurphy’s bet to antagonize Nurse Ratched but she is,
of course, unaware.

The opening scene is the second of the group therapy sessions, which
finds McMurphy clean-shaven and wearing a white shirt in contrast to
his earlier more disheveled appearance. The choice of costume suggests
he is concezling his true intent from Nurse Ratched, since his clean-cut
appearance belies what we know zbout his darker, more mischievous
nature. McMurphy raises the issue of the World Series, and is rebuffed
when only two other patients vate with him on the issue. His atfempt
to arrange the schedule so he can.watch the World Series amounts to
the end of the “first act” of the sequence.

Afterward in the tub room, McMurphy broods over his defeat, then
makes a second atiempt to see the game—by betting the others that he
can lift a plumbing fixture and ehrow it through a window, effecting his
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escape to a bar downtown. He fails to lift the fixture and loses the bet—_
and simultaneously plants an important motif (the plumbing fixture)
and demonstrates his willingness to try, and to take risks.

The next scene finds McMurphy and the patients back in group ther-
apy, with Billy describing his attempt to propose to a gitl he was in love
with. This dialogue initiates Billy’s subplot, providing exposition aboyt
his sensitivity, his interest in girls, his attempt at suicide, his overbear.
ing, suffocating mother, and that mother’s relationship to Nurse
Ratched.

Cheswick interrupts the conversation and re-introduces the World
Series. This time, inspired by McMurphy’s example, all nine members
of the group vote in favor of changing the schedule. Unfortunately,
Nurse Ratched advises McMurphy that he needs one mare vote—{rom
one of the “chronics” who occupy the other parts of the ward. McMur-
phy frantically tries to persuade one to raise his hand; when at last the
Chief does so, Nurse Ratched declares the session closed and offers to
let him bring it up the foliowing day.

The resolution of the tension of the sequence is negative—
McMurphy fails to get his way—but in the last few minutes of it he
pretends to watch the game on the television, igniting excitement cn
the part of the other patients, much to Nurse Ratched’s disapproval,

Sequence D; A Fishing Expedition

This sixteen-minute sequence is again unified by dramatic tension. It is
also the only sequence that takes place primarily outside the institution.
It begins with McMurphy in Dr. Spivey’s office for a follow-up inter-
view, which serves as a recapitulation scene—we discover that McMur-
phy has been at the institution for four weeks, and thal he’s unhappy
with Nurse Ratched, who plays a “rigged game.” It also picks up on an
issue left dangling after the first sequence—the question of whether or
not McMurphy is faking mental illness. Dr. Spivey tells him he sees no
evidence of such illness and opines that McMurphy has been putting
them on. McMurphy objects to the doctor’s conclusion, and his desire
to “prove” his insanity is what drives the sequence. The scene with Dr.
Spivey thus serves as the “first act” of the sequence, setting up its ten-
SI10I1.
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The film cuts to the the recreation area, where McMurphy enlist,s
the Chief’s help in climbing over the fence—paying off McMurphy’s
pbservation in the first sequence about the fence, a I?earb}_/ tree and the
bus waiting just beyond. The Chief’s smiling reaction hints that Mc-
Murphy is having an effect on him. . '

McMurphy hijacks the bus with the other patlents.onboard, picks up
his girlfriend Candy and then takes them zll to a marina, where l_]e ]eac)is
them onto a boat. Candy urges McMurphy to stop, warning h’lm he'll
wind up in jail again, to which McMurphy replies that they won't tbrow
him in jail, because he’s insane. This serves to reinforce for the audience
McMurphy’s intention in the sequence.

The harbormaster’s objections to McMurphy’s seizure of the beoat -
provide the only remaining obstacle to him, after which the‘actual ﬁ§h~
ing trip is played more for comic effect and lacks true tension. Durmg
the fishing expedition, Billy’s subplot is developed through his }nterest
in Candy, and McMurphy’s humanity—his desire to share joy with oth-
ers-is dramatized in the way he teaches the other patients to fish, and
the ensuing excitement when one of the fish actually bites.

Figure 16. ‘‘Sixty-eight days!” McMutphy brags in the first cu_lrninat_ion of
One Flew Over the Cuckoo’s Nest (1975). The moment is & high point for
him, and a rezsonable glimpse of & possible outcome o the story: MgMur-
phy succeeds in fooling the institution sta™f that he's ins_ame, resultmg a
short, easy stay there before he is freed. Shortly _aﬁer th|s_, he discovers
how wrong he is, and the film proceeds to iis tragic resolution, the mirror
opposite of the image here. (Frame enlargement)
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The sequence ends with the yacht’s return to the harbor, where the
police and Dr. Spivey wait.

Sequence E: Midpoint Reversal

Another scene in Dr. Spivey’s office opens the fifth sequence, where a
group of doctors conclude that McMurphy is in fact mentally ill. Still,
Dr. Spivey believes he should be sent back to the work farm, and, ironi-
cally, it is Nurse Ratched who finally persuades him to keep McMurphy
at the institution where she can try to “help” him. Nurse Ratched,
MecMurphy's chief antagonist, is the one who hands him a victory he’d
long sought.

The joy of McMurphy's victory is reinforced in the following scene,
which takes place at the basketball court, where McMurphy leads the
patients in a lively game against Robinson and the other attendants.
After initial setbacks, the Chief comes to life and participates, bringing
a sense of exhiliaration to McMurphy and his teammates. This scene
and the one that follows mark the first culmination of the picture—and
the first genuine glimpse of how it might reasonably end: McMurphy
escapes from the work farm and then is released after a leisurely stay at
the institution.

In fact, though, the basketball scene serves as a scene of preparation
by contrass, raising the audience’s hope so as to enhance the sense of
disaster when the reversal comes in the next scene, when attendant
Washington informs a jubilant McMurphy that he is going to stay at
the institution indefinitely—not for only the 68 days McMurphy had
believed. This shattering revelation reverses McMurphy’s objective—
from trying to persuade the staff he is mentally ill to trying to persuade
them of the opposite. The main tension remains the same—trying to
beat the system—Dbut his means of beating it have now been reversed.

This revelation provides the end of the “first act” of the sequence—
McMurphy's objective is to come to grips with the disaster he’s brought
on himself. He does this during the next scene, a group therapy session
in which he complains to the others about not warning him he may be
locked up forever. Here, he makes another astonishing discevery—that
most of the patients are voluntary and can leave at any time. This leads
McMurphy to berate them {or their timidity, encouraging them that
they are no more insane than the average person, and giving voice to
the picture’s main theme: freedom. McMurphy’s exhortation falls on
deaf ears, however, as the other patients remain preoccupied with their
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own petty issues. An errant cigareite leads to pandemonium and a fight
petween Washington and McMurphy, in which the Chle.f comes.to
McMurphy's aid. This fight further develops two relationships heading
in opposite directions: the antagonism between McMurphy and Wa§11-
ington, and the budding friendship between McMurphy ;?.nd t.he thef.

The sequence ends with McMurphy’s attempts to rectify his miscal-
culation leading to disaster.

sequence F: Electroshock Therapy

This ten-minute sixth sequence is centered on an event: the electro-
shock therapy McMurphy suffers. It begins with a scene of prepara-
tion—McMurphy, the Chief, and Cheswick are brought to a hitherto
unknown floor for some unknown purpose. The place is populated by
2 large number of seriously disturbed patients, lending it a Fort?idding
aspect. As s00m as Cheswick’s name is czlled, he becomes hysterical, re-
inforcing the sense of impending doom.

While waiting his turn, McMurphy makes the third major discovery
of the picture—that the Chief is neither deaf nor muie. MecMurphy sug-
gests to the Chief that they escape and head to Canada—a darllghng
cause that actually signals the end of the second act. The main tension—
will McMurphy beat the syster?-—has been resolved in the negative,
and now he'’s decided to escape the system aliogether. The escape at-
tempt is what provides the tension for the third act.

After McMurphy’s electroshock therapy, he reappears in the ward
looking like a lobotomized patient—a scene of preparation by contrast
that accentuates the subsequent revelation that he's faking it. McMur-
phy’s stunt also planis the motif of the lobotomry he later undergoes.

Sequence G: A Farewe!l Party

This sequence, at twenty-one minutes the longest in the picture, picks
up almost immediately on the dengling cause from the previous one—
McMurphy's decision to escape. However, consistent with the leisurely
pacing of the previous sequences in the film, Sequence G is centered _not
on the escape attempt but on a party. The fact that MeMurphy's objec-
tive is to escape, and that when the opportunity arises he not only
throws a party but arranges for Billy to lose his virginity, is a stark dra-
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matization of his basic “flaw”—his humanitarian impulse. It is not ;
his character to leave without sharing the joy with others. j

The sequence opens with a television program revealing the time of
year—Christmas—and with Nurse Ratched bidding everyone goog
night. Shortly after she leaves, McMurphy gets to work arranging hi_
escape by use of a phone call. He then awakens the Chief and alertz
him about his plans, but the latter reveals he’s incapable of joining, ang
provides third-act exposition about his own background and that c;f his
father—how his father was crushed by society the way the doctors and
Nurse Ratched are trying to crush McMurphy. The conversation is both
a foreshadowing of what is in store for McMurphy and important infor-
mation about the Chief that helps to define his character arc.

As soon as the women arrive, McMurphy begins to deal with the
orderly, Turkle, who provides the only obstacle to McMurphy’s escape
plans. When Turkle is neutralized with bribes and booze, the way is
clear for McMurphy to flee, but he lingers instead and throws a party
'for the ward. Like the fishing expedition, the party scene is explored for
1t‘s comuc aspects. Other than the underlying fear that the party may be
discovered—thwarting McMurphy’s escape attempt—there is little in

Figure 17. In Sequenr_:e G of One Flew Over the Cuckoo's Nest {1975),
McMurphy h_as every’[hlpg he needs: an open window and nathing to stop
him from going through it. The film could reasonaply end here, but his fatal

i:]agv—t)—his humanity—leads him to & very different destiny. (Frame enlarge-
n
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the way of tension. The comedy does serve to set up by contrast the very
tragic events of the following sequence.

At last, when McMurphy begins to say his good-byes, the audience is
siven its secend glimpse of a reascnable end to the picture: McMurphy
:ucceeds in escaping. All the elements are there: Turkle is asleep, the
window is open, and he has two accomplices with a getaway car.

McMurphy's farewell to Billy is what proves his undoing and pro-
vides the reversal that plunges the film to its tragic end. After setting up
Billy with Candy and predicting that the event won’t take long, a linger-
ing aftermath scene occurs in which McMurphy falls asleep-—an image
that ends the sequence.

Sequence H: The Moming After

The second-last sequence of the picture is unified by dramatic tension.
In this case, Nurse Ratched is the protagonist, and her objective is to
reassert authority over the wayward patients. It also brings Billy’s sub-
plot to a tragic resolution.

The sequence opens with a shot of the open window in bright day-
light, conveying instantly the disaster that has befallen McMurphy: he's
fallen asleep and the prospects for his escape are now shatiered. The
attendants and Nurses Ratched and Pilbow soon arrive and size up the
situation. Nurse Ratched orders the window closed, apparently sealing
McMurphy’s fate.

The attendants soon discover Billy still in bed with Candy. Ratched
berates him and threatens to tell his mother about what he’s done—
paying off the motif of her relationship with Billy’s mother planted ear-
lier.

When Billy is dragged away kicking and screaming, McMurphy has
another opportunity to escape—by unlocking the window using keys
he'd stolen from Turkle. Even though he's interrupted by Washington,
he still has ane last chance to climb through the window when Nurse
Pilbow screams. McMurphy remains behind, and that opportunity
is lost forever. He attacks Nurse Ratched upon discovering that
Billy has killed himself; the sequence ends with an aftermath scene:
Ratched struggling to breathe after McMurphy has been pulled off of
her.
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T
Reversals

Novice screenwriters tend to fall into one of twe camps: those who
center their work on character and write the screenpiay based on
where the character seems to want to take it, and those who center
their wok on plot, and force the characters to adhere to that plot no
matter what. Scripts written under the first assumption risk being
vivid but shapeless, and under the latter, well-organized but empty.
The most successiul approach to screenwriting is a combination of
the two, and the reversal is an example of that combination in ac-
tion.

A screenplay must persuade the reader that its characters are
truly alive, so it is essential for a screenwriter to allow his or her
created characters total freedom to act in any manner true to the
characters’ nature. But while a screenwriter should not constrain a
character’s action, he or she does have complete control over the
circumstances around which a character acts, and clever manipula-
tion of circumstances is what can make a character who is truly alive
adhere to the demands of plot.

An example of this action can ke seen in Sequence H of Cuckoo's
Nest, in the form of two reversals. On the night of the party, McMur-
phy has the window open and freedom in his grasp, and everything
about his character suggests that his desire to go through that win-
dow will be irresistible—yet he hesitates. The reason is the circum-
stances, namely, the untimely "‘good-bye’" he says to Billy, whose
sexual innocence inspires him to delay his exit {thus the reversaf).
The following morning, McMurphy again has the window open and a
car waiting outside, but again circumstances—this time in the form
of Billy's suicide-—pult him back into the plot.

Some writers believe if they give a character total freedom, he or
she will leave the story and thus ruin the script. But an imaginative
screenwriter can always contrive the circumstances to get the char-
acter back.

Sequence |: The Chief Flies Over the Cuckoo’s Nest

The final sequence of the picture centers on the Chief’s escape from
the institution. It serves to resclve both the main storyﬁMcMurth’S
fate—and one of the major subplots, that of the Chief.

It begins with the various patients playing cards and discussing
McMurphy’s fate; two competing versions are heard—one, that he’s €5-
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caped, and two, that he’s “upstairs” and meek as a lamb. The Chief is
shown listening with concern, setting up his central role in the se-
quence. As to the others, their relative complacency suggests that Mc-
wMurphy had no significant influence on them: ne genuine change, and
no freedom, lies in their future.

That night, McMurphy is returned to the ward, and the Chief tells
him he’s veady to escape now, and was just waiting for his return before
doing s0. The Chief quickly discovers that McMurphy has undergene a
lobotomy and has thus been destroyed. Rather than leave him behind,
the Chief kills him, then carries on the work McMurphy had begun, by
using the plumbing fixture {which McMurphy had failed to lift earlier}
to shatter the window and make his escape, paying off that significant
motif. There follows an aftermath scene—Taber screaming for joy—
before the final shot of the Chief making his way to freedom.
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ONE FLEW OVER THE CUCKQO’S NEST
Sequence Breakdown

. Running
Description Length Time

ACT 1

Introduction of locale; McMurphy's arrival, initial card 14:07 14:07
game and initial meeting with Dr. Spivey (includes {11%)
opening titles). Unifying Aspect: Action {McMurphy’s

arrival).

Point of attack: Dr. Spivey suggests that McMurphy is
faking insanity to get out of work duty.

McMurphy has his first group therapy session, which 17:30 31:37
ends in chaos, tries to teach basketball to the Chief, (24%)
plays cards with the guys, confronts Nurse Ratched over

the music, berates the others for being intimidated by

Nurse Ratched and makes a bet that he can “put a bug

up her ass.” Unifping Aspect: Action (McMurphy getting

acquainted, especially with Nurse Ratched),

Predicament: McMurphy is going to try to persuade
the asylum staff that he’s insane, and Nurse Ratched
will be his chief adversary.

ACTII
{Main tension: Will McMurphy beat the system—
will he stay at the asylum to avoid the work farm?)

McMurphyy tries to persuade Nuvse Ratched to change 17:15 48:52
the work routine to allow them to watch the World (37%)
Series. The vote fails. McMurphy Lries to lift a heavy

plumbing fixture and throw it through a wall so they

can go see the World Series; he fails. At the next therapy

session, he wins the vote only to have Ratched change

the rules on him. He pretends to watch the game with

the others. Unifiring Aspect: Dramatic Tension.

Protagonisi: McMurphy. Objective: To win the battle of

wills with Nurse Ratched over the World Series.

McMurphy has a follow-up interview with Dr. Spivey 16:47 1:05:39
and the other psychiatrists; he complains about Nurse (50%)
Ratched. Spivey suggests that McMurphy is not

mentally ill. Afterward, McMurphy leads the group on

a fishing expedition in order to prove he’s insane.

Unifying Aspec: Dramatic Tension. Protagonisn

McMurphy. Objective: To convince Dr. Spivey that he’s

insane.

First Culmination: Bathing scene—McMurphy thinks
he’s only got 68 days left (1:10:32-—54%).
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E McMurphy has succeeded in persuading Dr. Spivey to
keep him at the ipstitution, but he soon discovers he
may never Jeave it. He complains at the next therapy
session to the others; a melee ensues. McMurphy's
initial objective has now been achieved—he’s succeeded
in faking mental illness—but the consequence is
unexpecied and now he must reverse himself and try to
get out, not stay in, Unifying Aspect: Dramatic Tension.
Protagonist: McMurphy. Objective: To deal with the
consequence of his success in persuading the staff he is
insane.

F McMurphy discovers that the Chief is neither deaf ner
dumb. He vows they will somehow male their escape.
McMurphy, Cheswick, and the Chief get shock therapy.
Unifying Aspect: Dramalic Tension. Protagonist:
MeMurphy. Objestive: To survive the shock therapy and
prepate for his escape.

Second Culmination: McMurphy sets escape plan in
motien by phening Candy.

ACTIII

G The main tension has been resolved—instead of trying
to beat the systern, McMurphy has decided to escape it
entirely. The tension now shifts to: will this escape
attempt succeed? In this sequence, McMurphy sets up
his escape by means of the two women, then hangs
around to throw a going-away party for the other
patients. He does one more favor for Billy, then falls
asleep just as escape 15 possible. Unifymg Asperi: Event
{the farewell party).

H Nurse Ratched and the porters return to find the place
a shambles. She berates them, discovers Billy and Candy
together, threatens to tell Billy's mother on him. He
commits suicide; McMurphy foses his Jast chance 1o
escape and instead attacks Rarched. Unifying Aspect:
Drammatic Tension. Protagonist: Nurse Ratched.
Objective: Reassert control over the patients.

1 McMurphy recurns to the ward Jobotomized; the Chiel
kills him as an act of mercy, then makes his escape.
Unifying Aspert: Dramatic Tensian. Protagonist: The
Chief. Objective: Escape. :

Resolutior: McMurphy's ixrepressible spirit has cost
Tuim his ife, bat it lives on in the Chief.

13:51

10:14

21:03

11:31

914

1:19:30
(60%)

1:29:44
(68%)

1:50:47
(849)

2:02:18
{93%)

2:11:32
(100%)




Air Force One: Eight
Sequences Eight Miles Up

I this 1997 film, screenwriter Andrew Marlowe and director Wolfgang
Petersen teamed to create a polished and sophisticated thriller that dem-
onstrates effective use of the four main tools, with dramatic and ironic
tension building across the range of sequences. The protagonist, Presi-
dent James Marshall, is also the protagonist of most of the sequences,
and his objectives are an escalating series of solutions to difficulties that
arise in his battle of brawn and wit with the hijackers. The sequernces
also carry two main subplots: the vice-president’s drama with her sub-
ordinates in Washington, and the release of General Radek from prison
in Russia,

Sequence A: Heading Home

The film begins with an action “teaser” that relies on pulling the audi-
ence info the story through mystery—who are these paratroopers and
what do they want?—and enthralling them with rapjd-fire action. This
teaser lasts three minutes, and by the time it is over, the audience is
ready for a solution to the mystery, which arrives in the form of a scene
at a banquet hall in Moscow, where the Russian premier describes the
capture of General Radek, and American President Marshall gives a
speech outlining his new “get tough” approach to dictators. Although
the initial action teaser has a very different subject matter and location
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than the rest of Sequence A, it serves as a setup for the sequence: Presi-
dent Marshall preparing o head back to the United States and pursue
their new policy with Congress and the American people.

The sequence is unified by that action: the movement of Mar.sha‘ll
and his entourage to Air Force One, Aleng the way, most of the princi-
pal characters are introduced, including the first family, the national se-
curity advisor, chief of staff, and deputy press secretary. The sequence
is propelled forward through the tools of telegraphing and dta.nglm.g
causes: Marshall urging his national security advisor to “get behind” his
new policy, and a warning from his advisors about & frosty recep.tion in
Congress. Meanwhile, the deputy press secretary lavs out an itinerary
for the Russian journalists, and later the president lays out his plans for
watching a Notre Dame football game. These elements of the future
serve the function of preparation by contrast—setting the audience up
for a mundane political story that never actually transpires. The plane
takes off just as Marshal! joins his staff for a meeting, bringing the se-
quence to a close.

Sequence B: ‘‘How the hell did they get Air Force One?”

The second sequence picks up on a subtle dangling cause established in
the first one: when the Russian news crew is intreduced in Sequence 4,
its leader, a man later revealed to be Ivan Korshunov, questions a secur-
ity official about why they need to have their bags inspected after they’d
already done so. This is the first hint of a dark intent on the part of
Korshunov, revisited and reinforced early in the second sequence when
he looks at his watch and takes a furtive glance from a comzrade next to
him. Shortly after this, Gibbs, one of the secret service agents, murders
three colleagues and sets the hijacking in motion. Gibbs's duplicity es-
fablishes a line of ironic tension that persists until the final few minutes
of the film. .

When the hijacking begins, the dramatic tension of the fifteen-min-
ute sequence is established. Korshunow is the protagonist, and his objec-
tive is to hijack the plane and take the president hostage. i

The chaotic hijacking scene presents the audience with its first
glimpse of a reasonable outcome to the picture: that the plane lands at
Ramstein Air Base and the hijacking is thwarted. Indeed, as the plane
descends toward Ramstein, Korshunov reinforces what is at stake: if the
plane lands, they are finished. The plane actually does land, but the hi-
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jackers are able to lift it back into the air, completing a significant rever.
sal in the narrative.

As soon as the plane is airborne again and the tension thus resolved,
Korshunov is told the president is no longer on board, having escaped
in the pod. Carefully selected camera angles, which suggest the president
has indeed escaped without actually showing him inside the pod, set up
the second significant reversal in the sequence: that the president in fact
never left the plane at all. When he is revealed to be stilf on board, both
the second sequence and first act are brought to an end. All the principal
characters have been introduced, Marshall has been established as the
protagonist, and his objective is clear: he must defeat the hijackers and
rescue the hostages. The fact that Marshall is still on beard and the hi-
jackers don’t know it creates a line of dramatic irony as well, irony that

parallels the main tension and is resolved along with the main tension
at the end of Act TI.

Sequence C: Marshall Gets His Gun

This thirteen-minute sequence is unified by dramatic tension: President
Marshall’s attempt to get a weapon and free the hostages. As is typical,
its tension is very nearly that of the main tension of the picture as a
whole. Soon after the sequence apens, Korshunov contacts Vice-Presi-
dent Kathryn Bennett and reveals his intention—a demand for the re-
lease of General Radek—and utters a threat—that he will execute one
hostage every thirty minutes until his demand is met. This deadline cre-
ates anticipation for the duration of the sequence and into the next one.

After the conversation with Korshunov, the dramatic tension sur-
rounding Marshall’s hiding on the plane is partially resolved: the vice-
president is told that the pod is empty. This leads to speculation that
the president is still alive and a stowaway on Air Force One; one of the
American generals tells the vice-president that they have the element of
surprise on their side, and that Marshall may be their best chance—a
dangling cause that hooks directly into the following scene, which finds
Marshall beginning to move about secretly in the plane,

Marshall makes his way to the main deck, where he tries to make a
phone call but finds the line disconnected. The film then switches back
to Washington, where the vice-president and her advisors weigh the
pros and cons of releasing Radek, developing further that subplot. The
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e of authority is raised in the course of the conversat_ion, injtiating
151,; subplot of political authority and succession in Washington. .
; The scene then switches back to Marshall, who _piayg a cag—an.
use game with one of the hijackers before ambushing hm?.. an se;z-
E his gun. At this poins, the audience is given & second ghmpls(e ofa
mgssﬂ)le outcome to the picture_MarshalL now armed, has the ei(s to
E}?e room where the hostages are being held and seems ;.;130011;1 [t r(ei e.asz
i i d by one of the nijackers, though, and 1n
emn. His attempt is thwarte _ : : d i
tclllassic reversal he winds up being hanted again after briefly enjoying
¢ upper hand. ‘ : )
% Tk?epsequence ends with Marshall escaping to the b.aggag.e co_mpart
ment, armed but otherwise isolated and on the defensive, his existence,
f not his identity, known to the hijackers.

Sequence D Marshall Calls For Help

The fourth sequence immediately picks up on the dealdlme f;gmsﬁ'?f
previous one: the execution of a hostage after th}rty mmutez }Sercutes
nov goes to the room where the hostages are being .kept atzi e e
‘he national security advisor before orde.rmg @e F‘nstd Lady anamb
daughter to come with him. The sequence itseif is unlﬁe once agin thj};
dramatic tension: Marshall's desire to e§cape froml h1ls cﬁapéo;, n
case through the orchestrated use of an air-to-air nussile nred by
i hiers.
theAP}tfre ltllf: zfagth of the national security ad'.visor, Ko rsh_unov t;rmer;is
Marshall's daughter while Marshall busies hinself loc;‘tmg an Tﬁisssev.1 -
bling a satellite phone, which he uses to contact Wa§; u:mgt;n.t s vie:
tory is cut short with another Ieversal,_asla hijacker immedia e ;,rthe o
Marshall to disarm at gunpoint, establishing the prechca%menli:f(?E -
quence and initiating its tension: <an Mfar_shall free h}mse .roﬁl s
captor? The president succeeds in gurreptltlously orderm}flg a mls:eds -
tack from one of the escorting fighters, and flncter a fistfight, succ
i i £ bringing the sequence 10 a CLOs¢. . .

fre?\rflliltlﬁfr]shaﬂ’s iictgory here, shared with his sub lordmates. én V‘\ftslilr-l
ington by phone, 15 a positive development ogurrmi atﬁm; Ii:l)rln L
the film, it is not quite as powerfual or persuasive as the D1 dc e
tions observed in other fikms analyzed in thls.volun?e. Still, it (?gs rllat "
vide at least a subtle glimpse of the rESO].llUOI.l, with the preside
charge of the nation again after narrowly escaping harm.
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Sequence E: The Fuel Dump

This thirteen-minute sequence begins with a dangling cause: Presiden
Marshall telling the vice-president that “we’ve got to get this plane op
the ground.” Marshall quickly settles on the means by which he plans
to achjeve this end when he sees some milk leaking from a carton and
gets the idea of draining the aircraft of fuel. His attempt to initiate o
“fuel dump,” and the hijackers” countermeasures, provide the dramatic
tension that unifies the sequence.

Soon after Marshall starts to pursue his objective, an obstacle
arises—Korshunov’s attempt to smoke him out by threatening to kill
the deputy press secretary. Marshall refuses to show himself, resulting
in her execution; this causes him to redouble his efforts. He succeeds in
cutting the appropriate wires with the help of technicians in the United
States, resolving the dramatic tension of the sequence. Very quickly,
though, he has to fight off a counterattack by Korshunov's men, who
shoot their way into the avionics suits and stop the fuel dump, The se-
quence thus ends with only a partial victory by the protagonist.

Sequence F: Parachutes

The sixth sequence, which is roughly the same length as the previous
three at just over twelve minutes, is unified by dramatic tension once
again: Marshall’s desire to get the hostages off the aircraft using the
parachutes. The sequence begins with a surprise twist—Marshall is re-
vealed to be holding a hijacker at gunpoint. Using the hijacker’s keys,
Marshall succeeds at last in reaching the hostages. This positive develop-
ment is tempered by dramatic irony: the first person Marshall gives a
weapon to is none other than Gibbs, the man the audience knows 1s a
traitor.

The president briefs the others on the situation—he’d tried to get the
plane down but the hijackers plan to refuel. One of his subordinates,
Major Caldwell, immediately suggests they can use the refueling as an
occasion to get the plane to a low enough zltitude and speed to allow
escape by way of parachutes. Although this will not solve all the prob-
lemns—the First Lady and daughter are still held hostage—it will result
in a substantial victory for Marshall. The first obstacle to the plan is
Marshall’s inability to contact Washington secretly in order to relay the
speed and altitude instructions; this is quickly solved by z female subor-
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Alr Forc

_te who suggests using 2 fax line instead. The secrecy surroumdmgf
i Jan adds a new layer of dramatic irony to the sequence on top O
ﬂl]:: ciijr:matic cension: the hijackers must be kept in the dark about the
v v itnde refueling.

g reﬁf;’:fofr‘l); S;; ’lz?fﬁeailéience thus bgegins, with Marshall ?.I’ld the
bT};Zinate making their way to the fax machine and sending it while
. ¢ of the hostages sneak fo the lower level of the [_Jlane. The fax
Tyhisrflirough to the Situation Room in Washington, but In a cleverf;lse
Def tardation, it is shown aTriving unnoticed, and the plot hands off to
tohef esubplot about political successiond.thus delaying ;hf; anzwt;i toatrl';?
estion of whether or not anyone will get the word about it pa
ql:lute escape plan. As the fax lies in the fax machine in the Sltuauc;ln
l;{oom, the vice-president is brizfed by ttl:.e at;c;rrnfg' C%f;eg?l ;E(;E:t; ei
sl incapacity of the president, putting el | rge. He fu
f;;se Il;téilti?at ‘ic ;esident 1s regardéd as incapacxtgted_li a dma)ojigysz_f

the cabinet agrees to this—a dangling cause that is pic eh u% n o
quence G. The film ihen switches to a news conference, further de ying
the resolution of the question of whether or not the fax was I;E!a . .

Back on the plane, parachutes are handed out :_and the ranker ar‘rlt N

to refuel Air Force One. Suspense abgut the fax mstructfns persliss o

the hostages watch the altitude and alr_speed readouts. The SDS};Z e b

resolved at Jast, to audible sighs of relief frgm the hostages, wh e

plane begins its descent. Major Caldwell tries o hand glpgra;: Zd_a

Marshall, who refuses, insisting he’ll stay antil his family 1s ire

dangling cause picked up in the follow«rxqg sequence. ) bt

Maost of (he hostages succeed i making thelr escape, but on o
hijackers manages to disrupt the escape and tak.e the prelsident a;he Pee
subordinates-—one of whom js the turncoat Glb'DS—PJ‘lSDBCf(.i Tge
ture of Marshall marks the end of the sequence and”secon- ac:l.f :
main tension—will Marshali succeed in defeatlll g the hijackers an de;efn
ing the hostagesi—has been resoh?e?l ambiguously: he:ll-f.is siiccefiewmg
frecing most of the hostages but failed to_defeat the hijac u;z, cuving
himsel? in even greater danger. The tension now shifts to Mar

own survival and that of his family.

Sequence G: "Get off my plane!”’

This sixteen-minite sequence is unified by Marshz‘dl‘s d_esire to Sde:\t,
Korshunov and free himself and his family. It begins with Korshun
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threatening to murder the president’s family if he doesn’t cooperate,
after he’s roughed up a bit, Marshall falls to the ground, hands taped
behind his back, and sees a shard of broken glass—a moment that pro-
vides the end of the “first act” of the sequence: he will try to use the
glass to free himself, and, thus free, attack Korshunov.

Korshunov lays out his demands, and the president, under threat of
having his daughter shot, agrees to contact the Russian president to try
to get Radek freed. This act marks a shift now to the second major sub-
plot—the release of Radek and the Russian politics this involves. As
soon as Radek’s release is effected, the story shifts to the other major
subplot—the political succession in the United States, where the vice-
president is presented with a petition to declare Marshall incapacitated
and put herself in command. This actually amounts to a skillful integra-
tion of all three subplots, since the vice-president, once empowered,
might rescind the request to release Radek, putting Marshall and his
family back in mortal danger.

The vice-president ultimately refuses to sign, and Radek is released.
His freedom is soon enough threatened, though, when Marshall man-
ages to cut the tape that binds him and jump Korshunov. Marshall’s
victory in the scuffle that follows marks the culmination of the se-
quence—Marshall kills two of the remaining three hostages and is now
in pursuit of the last one—Korshunov—mwho still helds his wife hostage.
The General Radek subplot adds an additional layer of suspense by way
of a deadline set up by Korshunov, who declares that he will not let the
First Lady go until General Radek is safely away from the prison, Mar-
shall’s battle with Korshunov thus becomes more than a fight to save
his wife’s life, it is also a race against time to save the world from the
rise of a nuclear-armed dictator and a collapse of Russia back into Com-
munism. The use of sound makes the race more emphatic: while Mar-
shall pursues Korshunov, inmates can be heard at Radek’s prison
singing the Communist anthem, the “Internationale.”

Marshall manages to catch up to Korshunov, who holds a gun to the
First Lady’s head and forces Marshall to disarm. Korshunov then tosses
away the last parachute and warns Marshall that there is no one left to
fly the plane, and no parachutes, so he cannot win. This dangling cause
is picked up in the final sequence, where the issue of surviving in the
crippled aircraft becomes the remaining dramatic issue.

With the timely help of his wife, Marshall manages to kill Korshu-
nov, and with his death the two major subplots are resolved: Radek is
killed, and the issue of political succession in the United States is ren-
dered moot. With Radek’s death, the sequence draws to a close.
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sequence H: Air Strip Strike Team To The Rescue

The final sequence runs sixteent minutes and has as its unifying element
Marshall's attempt to get himself and his fellow passengers safely on the
ground. The antagonist of the picture is dead, but. the storytellers halve
carefully preserved one hidden opponent: the trajtorous secret ser\'flcel
agent Gibbs, who remains alive and ready to sabqtage this final su!rVLl\lfa
effort. The difference between Korshunov and Gibbs, of ‘course, is that
Gibbs is a danger the president does not see, but the audience does.

Soon after the president takes control of the plane, the first obstad‘e
arises— enemy fighters attempting 1o bring down the plane. Once this
- overcome with the help of friendly fighters, th.e next obstgcle asserts
itself: damage sustained by Air Force One during the aerial combat
seems to be fatal, o

There follows a quick recapitulation scene '11? the 51tgett1on room—
the plane is uncontrollable, the engines are failing and it's losing fuel,
At this point one of the military officers asks whether or nota plal?e ?ln
the map is the “Alr Strip Strike Team.” Upon conﬁrmahon of this, he
replies, “T just had a wild idea”—a dialogue hook .LI‘ltO the next scene,
which finds a hitherto unseen plane approachmg‘Alr Force One‘.

A quick cutaway to @ news reporter at thft W}ln‘[e House fills in some
needed exposition: a daring mid-air rescue 1§ be‘mg comempla}ted. This
rescue attempt occupies the action for the remamdtﬂ?r of the picture.

The remaining dramatic tension—a race to see.lf'the px'“emdent and
passengers can get off the plane befere it cras.hesfls intensified by drla—
matic itony spawned by the presence of GLbbs, who may betray t;:_
whole operation at any moment. with only t1-me for one escapee le ,f
Gibbs finally asserts himself and murders Ma;mj Caldwell and. one o
the rescuers before Marshall is able to subdue him and make it to the
rescue plane safely. A brief epilogue involves the announcement that the
rescue plane js now “Air Force Cme”
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AIR FORCE ONE
Sequerice Breakdown
Running
Seq. Description Length Time
ACT1I
A Opening titles and action teaser: Gen. Radek is 18:18 18:18
captured. Then, in Moscow, President Marshall delivers (15%)
a foreign policy speech, surprising his advisors and the
rest of the world. He and his entourage head back to Air
Force One for the return trip, and he discusses his new
pelicy with them, and what it might portend for their
careers. Unifying Aspect: Action {preparing to refurn
heme on Air Force One).
B Ivan Korshunov and his band of retrograde 15:21 33:39
Communists take over plane, buf fail to get President, (28%)

who remains on board. Unifying Aspect: Dramatic
Tension. Protagonist: Korshunov. Objective: To take aver
the plane.

Foint of attack: Secret Service guy shoots colleagues
on plane,

Predicament: President Marshall is hiding on a plane
that has been hijacked and must act to save his own
life and that of everyvone else on board.

ACTII

{Main tension: Will Marshall be able to defeat the hijackers

and rescue the hostages?)

C Marshall surveys his situation, plays hide and seek,
succeeds in beating up one of the hijackers and seizing
his weapon. He then makes an escape into the luggage
compartment. Meanwhile Korshunov makes his
demands about the release of Radek. Unifying Aspecr:
Dramatic Tension. Protagonist: Marshall. Gbjective: To
size up the situation, get armed, and free the hostages.

D Korshunov executes the fivst hostage. Marshall tries to
reach the White House by phone, then is momentarily
captured, and conspires to make the plane take evasive
maneuvers against a guided missile te defeat his captor.
Unifying Aspecr: Dramatic Tension. Proiagonist:
Marshall, Objective: To escape from his captor.

First Cubmination: Marshall succeeds in subduing his
captor and contacting Washington.

E Marshall succeeds in getting the plane to dump fuel, but
one of Korshunov’s men is able to stop it. Unifving
Aspeet: Dramatic Tension, Protagonist: Marshall.
Objective: To dump fuel so as to bring the plane down.

13:21 47:00
(40%}
13:14 1:00:14
{51%)
13:07 1:13:21
{62%)
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Alr Fo

Marshall succeeds in getting most of the hostage§ off the
plane with the parachutes, then gets caught. Unifying
Aspect: Dramatic Tension. Protegonist: I\.f[axsha!L
Okjective: To get the hostages free by using the
parachutes.

Secortd Culminatiomn: Marshall has .?ucr.eeded in i
getting everyone off except his family, but now he’s
been captured.

ACT I

G Main tension has been reselved ambigously—Marshall
4as succeeded in rescuing most of the hostages but he,
his family, and a few close advisors are oW Prisoner. A
new fension arises: can he overcome his c;lptmty bzro

ov and escape? In this sequence he agrees
IK(ZEZEEEDV’S demangs, but is betrayed and fights back.
Afer a bitter fight, Korshunev is killed in the back of
the plane, and Radek is gunned down Gefore be can
inake his way to freedom. Unifying Aspect: Dramatic
Tension. Protagonist Marshall. Objective: To défeat .
Korshunov and thus save his Life and that of his family
and subordinates.

H Marshall takes over the controls, cutlasts an att_ack by .
enemy fighters, and manages to hold the plane in the air
while another plane cormes 1@ effect a rescue. After a last
fight with trailorous secret service agent G1t3bs‘ he .
succeeds in getting off the plane and is reymted ‘_Nuh is
€amily in safety. Unifying Aspecr Dramaanensnon. _
Protagenist: Marshall. Objective: To get himself and his
family and subordinates safely off the plane.

Resolution: Marshail and the others escape to the
second plane.

12:21

16:09

16:30

1:24:42
{73%)

1:41:51
(86%)

1:58:21
(100%)




Being John Malkovich: The
Disappearing Lead Actor

Upon initial viewing, this 1999 independent film seems a complete
break from traditional storytelling, described by critics variously as
“weird to the max,” “different from anything that came before it,”” and
“wonderful and inspired weirdness.” A closer look reveals a remarkably
imaginative use of very traditional storytelling patterns and a carefully
crafted film in which the storytelling is enhanced by cinematographic
and art direction choices and attention to performances. The perception
of “weirdness” is a testamnent to the flexibility of the tools presented in
this volume, and is not, in this case, an abandonment of them.

The protagonist of the film is readily identifiable as Craig, and pur-
suit of his desire—Maxine—is what shapes the action. The means by
which Craig plans to pursue his relationship with Maxine is the portal
into John Malkovich’s head—a strategy set up thirty-five minutes
(33%) into the film—a long setup by typical standards but not overly
50. The chief obstacles he encounters in pursuit of Maxine are compli-
cations resulting from the relationship that develops between Craig’s
wife and Maxine. The main tension—will Craig get Maxine through use
of the portal>—is resolved to the positive an hour and forty-five min-
utes (819 of the way through the film, when Craig succeeds in taking
over Malkovich’s body and he and Maxine wind up getting married.
The third act explores the implications and complications of this rela-

tionship and its eventual destruction. The resolution finds Maxine and
Lotte together and Craig “absorbed” in Maxine’s child—condemned to
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geing John Malkovich: The Disappearing Lead Actor LOD
K through her eyes but have no control over what shle1 dge;. T;i
. bolots involve Craig's and Maxine’s use of the Malkovich p ]
mele” & I')ness urposes, Malkovich's pursuit of the truth abf)ut Max
i fo;nbduiester’l?s pursuit of immortality for himself and his friends
ine, st y
prouth B Malkorlzceheigvi'ff;q?ednyce structure is readily apparent, jthe
Alongste}‘iz;\i:i}) the situation, the next four explorirpg ‘[hej succession
b tWol' tions that result from Craig’s pugsuit of his c%esue, the sev-
. lca'maril - a comical exploration of the implicaﬂogs_of Craig’s
T ata) 2tee1 and the last centering on Craig’s decision 0 gve
ko phug)r the ;ake of Maxine, In addition, extensive use 1S made
ulgoht/l}?;lf 22:2:]5 discussed in this volume: dramatic and comic irony, dan-
o

gling causes, appointments, and deadlines.

Sequence A: Craig tries to get a job

The opening of the picture is both consistent with the othedli films aejé
lored in this volume in its use of a puzzle o hook the au blenci,e e
IEmusuall inits use of an apparent interior long shot (later‘to 1 e re e
a5 more of a close-up of what turn out to be pu}fp;ts). ]]:[{ 1s al zjc::%;u:iark
i sitial tone established: the Bartok music L ,
for a comedy in the 1mta : I e e
i 1 tions of the puppet (later 1 .
tense, and disturbing, and the ac . pet { entifie o
ig’ . and Disillusionment™) give no SUgS
“Craig’s Dance of Despair an . ) :
t]mrt tl%e film is a comedy. The brst gag—3 talking parrot ;flentlﬁetdh ;1;;1
Orrin Hatch resting on Craig’s head-—does not ‘app\;ar ufltlt 111100:10 o
i 1 . The opening dogs Tund
nd 2 half minutes into the flm .
11z\rfvood?1ce: Craig engaged in his professional worlk, and also plants the
that is paid off much later. - _
danﬁi?ter a'(he gpeniﬂg the tension of the first sequence 1s es’tabhsl?id
y ' - M (31 1
nickly. Lotte suggests that Craig find a job until t}}e_ pxq:qgeteearr ! Ii
(tlhing” curns around; he protests that Derek Manlhng——antaproﬁe
' ¥ ] “the exchange, we also carn tha :
al—doesn’t need a day job. In’s ge )
f:f\(l)rks at a pet store, and that they have a chump named ]LE‘]'UJEh wi:ic; If
apparently not feeling well. Lotie asks Craig to look after Elijab—2
‘ ' i dact.
i se that will be picked up m the secona ¢ B
gh]iii?i: next scene, Craig happens o be watching televls.lokrj wherilna
teport about a new exploit by Derek Mantini comes o.n—-_q}m.: y payt t(g)
i}; the plant of his name in the previous scene. Craig s sitting mex L
;lijah fnd rernarks to him how lucky he is that he has no ¢enscio
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ness—the misconception being a major motif in the picture, and an as-
sumption of Craig’s that proves wrong fater at a critical moment in
Sequence E, when Elijah overcomes his childhood trauma to untie
Lotte.

In the next scene, Craig attempts to make money doing his puppetry
on a street corner, and gets punched in the face for his trouble. He
shows up at Lotte’s pet shop with a bruised lip in the next scene, and at
this point the end of the “first act” of the sequence arrives: Craig will
set out to find a day job.

In the next scene he pores over the want ads and, fafling to find any
openings for puppeteers, locates an ad for Lester Corp. Craig circles the
ad—a visual hook that links the scene to the next, which finds Craig
walking down a city street and entering an office building. Craig locates
the company on the 7' floor, and presents himself to Floris, the recep-
tionist, who has ditficulty understanding what he’s saying—a verbal
motif that is paid off as a running gag throughout the rest of the picture.

Soon, Craig is called in to the interview with Mr. Lester, who gives
him some simple and somewhat nonsensical tests before hiring him. At
the end of the scene, Craig asks why the ceilings are so low; Lester tells
him that will be covered in crientation—a dialogue hook binding the
scene to the next one. The tension of the opening sequence is thus re-
solved—Craig has secured a job—and the remaining four minutes of
the sequence deal with the consequence of his hire—his orientation by
means of the video presentation. Although presented as a gag, the orien-
tation video provides important exposition about Captain Mertin, paid
off late in the second act.

The orientation segment also introduces Maxine, who becomes the
focus of Sequence B.

Sequence B: Craig Goes After Maxine

The twenty-minute second sequence has as its unifying element the dra-
matic tension surrounding Craig’s pursuit of Maxine. It begins with an
economical expository scene involving Craig and Lotte preparing din-
ner; the exposition is so subtly smuggled in it takes effort to notice it.
The scene begins with a (presumably) upstairs neighbor pounding on
the floor complaining about the noise of the animals, and his words are
echoed by the various birds, revealing an ongoing siiuation. As the two
prepare dinner, they are facing away from each other, a visual cue that

geing John Malkovich: The Disappearing Lead Actor 185

their relationship is strained, This is reinforced verbally by C?ralg;;‘a}p};
parent lack of interest in what Lotte has o say about the chlmP hlJad
(he is seeing a shrink in an effort to deal w1)th some sort o‘f childhoo
trauma—which s a further setup for Elijgh’s heroic dec?d in Se%uen.ce
E) and his negative response Lo Lotte’s query about haV}ng a lt))a ;; t(1’112
vealing her own yearning). Craig's replyf that he 'thmks it's esh ky
wait to see how his “job thing pays off.” is a dangling cause that hocks
the scene into the next one, which takes placg at Lgster C()L:p. .
Here, Craig tries to strike up 2 conversa}tlon with Mgmne, and sffe
immediately interprets it as an attempt to 1-11t on her, which she? rebul S,
Craig is next shown working his job; Floris makes a pass at h>1m ulsmg
indirection: maybe he could alphabetize her. He tells her he’s in ove
with someone else, and she misinterprets what he says—another varia-
i speech-impediment gag, _
UOI;; ?hf? ;o?nt, Lestef arrives and in turn misinterprets Cra_ig’s 1pterac—
tion with Floris, warning him not to toy with her. During this brief con-
versation, Lester reveals his lust for Floris (after an oblique referenc}el to
it in the job interview scene) and the fact that' heis 105 \/.ears old.. Thus,
after seventeen minutes, the two major motifs of the picture are suc-

Figure 18. Craig makes a pass at Maxi ne in the second_seqsﬁgiiigmj
Being lofin Malkavich (1989). Craig's pursuit of he_r1ove provuc.ie:; fhe unif
ing aramatic tension of the sequence and qnderhes the main o e
the film. She is introduced just Sfter the tension of the first sequenc

Craig find em ployment?—1s re solved. (Frame enlargemant)
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cinetly set forth: lust and immortality, the lust corresponding Primarily
to the “A” plot and the immortality informing the “C” plot of Lester’s
quest to leap to the “vessel body.” The scene ends with the establish.
ment of an appointment: Lester invites Craig to join him for a drink at
Jerry’s Juiceteria after work, to further discuss Lester’s sexual fantasijes,

Craig’s pursuit of Maxine resumes in the following scene, in which
he hoodwinks het into a date. The scene ends with another appoint-
ment: she instructs him to meet her at the Stuffed Pig at seven o’'clock;
if he’s late, she’ll walk.

The next scene finds Craig and Lester at the Juiceteria, with Lester at
the tail end of an erotic story. With seven o’clock approaching, Craig
excuses himsell, but not before Lester makes another appointment with
him: a dinner date with Craig and his wife for that Thursday. Craig
quickly makes his way to the bar where he meets Maxine, who quickly
rebuffs him again, this time when he reveals he’s a puppeteer.

Craig now returns home, in a scene that is the first in the film to use
dramatic irony: Craig conceals from Lotte his interest in Maxine. Lolte
explains she spent the day {eeding all the animals—a subtle reminder of
her desire for a child—and then announces that the chimp will sleep
with them that night-——another indication of a strained marital relation-
ship.

Craig retires to his workshop, where the puppets are used by the sto-
rytellers to malke visible his inner state—his obsessive lust for Maxine.
He dresses one of his puppets as Maxine, and leaves a puppet resem-
bling Lotte hanging off to the side. After a brief shot of Lotte lying in
bed alone, the film returns to Craig’s workshop, where Craig acts out,
using the Maxine puppet and one resembling himself, a love scene as
he would like to live it. He also describes to “Maxine” that puppeteering
is simply being inside sormeone else’s skin for a while—a setup for the
later discovery of the Malkovich portal.

Craig’s success in seducing Maxine in the puppet play provides a
contrast to the reality portrayed in the following scene, when Craig tries
cut the same lines on the real Maxine and is rebuffed once more.

This brings about the apparent resolution to the sequence—Craig
fails to get Maxine. After a brief afrermath scene in which Craig absorbs
the reality of the rejection, he discovers the Malkovich portal, experi-
ences Malkovich finishing breakfast and taking a cab ride (in which the
“Jewel thief movie” verbal motif is planted), and is then dumped near
the New Jersey Turnpike.

Craig returns to Maxine’s office, where he explains to her the strange
adventure. She is wholly unimpressed, and walks out on hirn. She calls

o ———————————
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Being

him at his home, though, and suggests they go into I?u31gess Logzther t(j
ake money off the portal. Craig asks her whether.n mlgh‘t ¢ danger
g, to toy with something s0 profound—a dangling cause picked up
jﬁz developed throughout the rest of the picture. M;x_ine fedu‘cei gu:
into accepiing just as Lotte enters the apartment, adding a layer of dr

rmatic irony that punctuates the scene.

sequence C: The L otte Complication

Craig’s acceptance of Maxine’s offer to g0 into bgsiness is the danghln(gi
cause that binds the second sequence with the thll‘d., a%ld ﬂus, couple
with her statement that Craig is her “man on the 1D.SIC]€., co'nst%tutes
the end of first act. The protagonist is clear, aqd s0 is his ob]ectwef
Maxine—his means to getting her—the Malkq\ﬂch portgl——and the ob-
stacles—Maxine’s reluctance and Craig’s relationship W1t1}_L0tte. These
three aspects of dramatic tension inform the rest of the Pu,ture. oot
Sequence C, which runs just under .s.u_xteen minutes, Pld(s Lg) (ci)r]lj {t)h
dangling causes—the lust and the business a:_agle—al:ld is unified by the
tension created by Craig attempting t© avoid Lotte 5 becolm.mg suspl;1
cious about his budding relationship with Maxine. After this is resolve

Figure 19. The four main ingredients of Being JOBhnCM?gQWC?\ (&19693&;22
. Craig is ¢

united in one moment at the end of Sequgnce : r :

with Maxine, discussing wming the Malkovich portal into a rm‘)r\ey—m_akmgf

enterprise, while Lotte is in the hackground, unaware. The main tensicn ©

the picture is established here. {(Frame enlargernent)
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with a surprise twist, the remainder of the sequence involves the Brst
customer, which is the shift to the “B” subpiot.

The sequence opens with Craig and Lotte en route to dinner at Les-
ter’s place, picking up on the appointment established in the previoug
sequence. Dramatic irony is at play: he tells her he’ll be working late
nights, and justifies it by telling her about the money he’ll make; naty.
rally he conceals the other activity he plans those nights, which will
doubtless be pursuing his relationship with Maxine. Lotte voices skepti-
cism about the idea of a portal, and asks to try it out—suggesting that
this would also be a way to meet Craig’s partner, which plays on Craig’s
fears. Craig offers to take her “right now, on the way to Lester’s”—a
dialogue hook leading into the following scene, which finds Craig
swinging open the portal door.

Lotte gathers the nerve to go into the portal, and gets inside John
Malkovich while he is taking a shower. Afterward she is completely
overwhelmed by the experience and wants to do it again. He protests
that they'll be late for Lester—a dialogue hook into the following scene,
which finds Craig and Lotte dining on an obviously Spartan meal of
greens and juices at Lester’s place.

During dinner, Lotte, traveling to the rest room, instead stumbles
upon some sort of “shrine” for John Malkovich in one of Lester’s
rooms. On the ride home, she asks Craig about what he thinks might
be the connection between Lester and Malkovich. He doubts there is
any, and she changes the subject to sex—speculating about whether the
portal is some sort of vagina, The fact that she does not bother to tell
Craig about the shrine in Lester’s house amounts 1o storytelling sleight
of hand. If’s not logical—why wouldn’t she share this information that
might yield clues to the mystery of the portal? But sharing the informa-
tion would turn it into a mystery story, undermining the sexual/rela-
tionship direction in which the story actually develops. Thus the
storytellers use Lotte’s sexual references to distract the audience from
the illogic of her actions, and the mystery aspect is safely submerged
until late in the second act.

The film now switches to the offices of Lester Corp., where Craig and
Maxine write an ad for their new business venture. Lotte interrupts their
intimate meeting, exploiting agajn Craig’s fear of discovery of his inter-
est in Maxine, Lotte tells Craig she wants to do the Malkovich ride
again, confessing to him that the experience has convinced her she’s a
transsexual. Maxine tells Craig to let her go—on the Malkovich ride.
She and Lotte make lingering eye contact as Lotte exits, As soon as she’s
alone, Maxine calls a friend to get Malkovich’s home number,
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The film switches to Malkovich alone at hon?e rehelarshing a pla}i, an.d
soon we discover that Lotte is already inside him, enjoying thfi*-l exp;n-
ence of his masculinity. The phone rings and_Maxme is on the ot e;;
end, attempting io persuade him to mect hgr, in the process pe.\ymglo
the “jewel thief movie™ gag for a second time. He resists the impu Sif
but Lotte urges him on, and at last he writes down ’tl-ﬁe. appglntn;&t}l1 :
Bernardo’s at eight o'clock, In addition to the.drama‘uc tension of the
scene—Maxine’s attempt to persuade Maﬂ(owch-to g0 to)the resta;]u-‘
rant—dramatic irony is also at work, since Malkovich doesn’t know that

is “inside” him.
Lot:\eftfmrlarsch Lotte tells Craig that she needs to go b.ack.to the portlal at
exactly eight o’clock that night, a diaiolgge hook leading into the fol OW-
ing scene, which finds Malkovich wamng at a restaurant. Ma)gxllle arc-1
rives, and Lotte is indeed inside Malkovich, and both Malkovich an
it it off with Maxine. .

Loie&ii;fz:; }1[111 the car with Craig, Lotte 1ie§ about her expe‘rlen};te,
claiming Malkovich was just hanging around his apartment d;l;l ing her
“trip,” and thus introducing another layer of dramatic irony. The sgeni
resolves the tension of the sequence: what had been‘ a question a ou
whether or not Lotte would discover Craig's budding romance wu.h
Mazxine has been transformed into a question of whether or not Craig
will discover Lotte’s ersatz affair with Maxilne through Malkovich. Eur-
ing their conversation, Craig offers her advice that touches on the tt emt;
of the picture—switching bodies will not solve her problems. It 1(51, 0
course, advice he should take himself. At the end o_f the scene., a a:]-
gling cause is initiated by Lotte—that they should invite Maxine 02;1
for dinner. This dangles through the next scene, whlcb focuses on the
“B” subplot—the business Maxine and Craig are ruimlng——and is n};)t
picked up again until the following sequence. In the B plo(:[ scene,rt. E
first customer arrives and takes an exhilarating trip on the “Malkovic

ride.”

Sequence D: Lotte’s Affalr

This short sequence picks up inimediately the dangling cause fropl ’rwp
scenes prior-—Maxine is over at Craig’s and Lotte™s for quer. IT.IS upl};
fied by dramatic tension—TLotte’s desire to pursue her relationship wit

Maxine.
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The dinner scene is informed primarily by dramatic irony—both
Craig and Lotte are in love with Maxine, and neither knows about the
other’s interest. That ironic tension is resolved when both Craig and
Lotte lunge for Maxine while she sits on the couch, Maxine immediately
rejects Craig, and is willing to accept Lotte only when she’s “in Malkoy-
ich.” A wordless aftermath ensues, with Craig and Lotte sharing the
couch but not looking at each other.

The film now switches to J.M. Inc., where Maxine receives a call from
Lotte asking her to meet after work so they can initiate an affair—an
action that picks up on the dangling cause of the scene before. Maxine
agrees, creating an appointment for 4:11 that morning. Craig is shown
alone in bed, a shot that echaes that of Lotte lying alove in bed in Se-
quence B. This scene constitutes the first culmination—Craig is alone
in bed—he doesn’t have Maxine or his puppeteering career, and as such
is the mirror opposite of the second culmination, when he has both.

Malkovich greets Maxine at his door, and the two wait on the couch
until precisely 4:11, at which time they begin to make passionate love.
The scene is intensified by the dramatic irony of Lotte’s secret presence
inside Malkovich. Maxine’s request that she call Malkovich “Lotte™ al-
most exposes the secret, but Malkovich winds up accepting this as an
eccentricity.

A brief post-coital aftermath scene follows, with Lotte lying ecstatic
by the side of the New Jersey Turnpike, before she arrives home and
confesses her affair with Maxine., The sequence is resolved: Lotte has
successfully realized her affair with Maxine.

Sequence E: Malkovich Threatens

This seventeen-minute sequence resolves temporarily Craig’s problem
in the main plot, then shifts almost entirely to the subplot of the busi-
ness venture, which is threatened by Malkovich’s suspicions about Max-
ine. It begins with Crajg assaulting Lotte in their apartment and forcing
her to make a date with Maxine, resulting in an appointment one hour
hence; after this, Craig ties her up and puts her in a cage with Elijah,
the chimp.

Maxine tracks down Malkovich at a stage rehearsal, and the two soon
wind up at his apartment having sex. it is quickly revealed that Craig is
inside Malkovich, adding another layer of ironic tension to the scene:
not only is Malkovich unaware that someone is “inside” him, but Max-
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ine is unaware that Craig has taken Lotte’s place “insic!e“ Malkovich.
To Craig’s surprise, he realizes he can costrol Malkovich somewhat.
Malkovich realizes he’s losing controf of his own body and becomes
ightened.
fnggraig goes home to celebrate his newfound power, a_nd brags to Lotte
that soon Malkovich will be jusi another puppet n his han(-is—a dan-
gling cause that is picked up and developed emphatically during the rest
1cture. ‘

o ?Il'lfiepmovie now switches to Malkovich, who confers with C_harhe
Sheen about his unnerving experience with Maxine, The scene is sus-
tained with dramatic tension~-Malkovich ranting about ]Sns situation
and Charlie trying to calm him down. In the end, Malk.owch tells him
he’s got to get to the truth, a dangling cause that provides the central
tension of the sequence. o

The next scene picks up on this dangling cause: Malkovlch is shown
waiting furtively outside Maxine’s apartment building, He follows hér
cab to the 7'/ floor, where he discovers .M. Inc. and co;nfrontg Craig
and Maxine. Malkovich insists on going through the porta‘l himself.
This leads to a scene of preparation, in which retardation is used.. A
considerable amount of anticipation Is created around.The questlor}
posed by Craig: what happens when a man goes through his own p(f)rfali
For the first time since Craig’s initial journey, the lead-up to the “trip
is drawn out. Malkovich is shown slowly making his way through the
tunnel till the telltale squish of the mud is heard. He is then thrug down
the tunnel at high speed, and the payoff, thus delayed, has considerable
impact: Malkovich finds himself in a world depsely populated exclu-
sively with other John Malkoviches of various sizes, ages, genders, and
attire,

Malkovich flees from this world and winds up by the New_ Jersey
Turnpike, where he confronts Craig and warns him_ that he will take
legal action to seal the portal—a dangling cause Ithat is closed off when
Craig later succeeds in taking control of Mealkovich _completel}{: '

The sequence abruptly switches back ta the main plot, with Craig
home to feed the anirmals and arguing with the still-caged Lotte. In an
effective use of preparation by contrast, Craig begins, apPareptly, to re-
ject his course of action, regretting that he has locked his wife up in 2
cage wondering if he’s become a monster. Lotte tries to soothe him with
words. He tells her he loves her very much, opens the cage door, and
dials the phone, The film cuis away to Maxine alone ai .M. Inc, who
answers the phone and speaks to Lotre, agreeing to meet her an hour
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B . oo .
wejllf';ce;HTlhe 1rErLllEressmn is that Craig has come to his senses and freed hj
. The reality is just the opposite, revealed i i p
: . , n the fol
wh;re i{)tte is shown tied and gagged in the cage afte]: ad}j s el
suffetr etdl(s:1 Eg;rlgt,h]?hph the Chimp has a flashback replaying trauma he
; is capture. Working through thi
chimp to free Lotte from her b : ) e o
: . onds, completing his characte
paying off the exposition about his therapy aimed at deali ith e ?Hd
hood trauma. g i ehil
butLiontte immc?diateiy calls Maxine and tells her about Craig’s actions
a surprise twist, Maxine finds Craig’ !
1t i ‘ . 2’s power over Malkovich i

t : ovi -

s;]eg"ﬁlr[;g land winds up rejecting her in favor of Craig. She tellsCLc:::
ihe Se(;l ate f(;r M;lk?wch and hangs up—a dangling cause that hookz

ence to the following cne. An aftermath
! . scen i
Lotte walking lonely New York streets in the rain. ¢ ensues, with

Sequence F: Craig Gets His Woman
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exposition provides a deadline—Malkovich’s 44° birthday—which 1n-
forms the third act of the picture. Lester then introduces Lotte 10 a
roomtfui of elderly friends, who Lester plans to bring with him when he
makes the leap into Malkovich’s body. This marks the end of the setup
of the “C” plot-—the exposition is complete, the protagonist of the sub-

1ot is Lester, and his objective—leaping into Malkovich by midnight
of his 44 birthday—is revealed.

The film now cuts back to Magine and Craig (as Malkovich); Craig
demonstrates his “Dance of Despair and Disillusionment,” paying oif
the dance seen in the opening of the picture. Maxine is deeply im-
pressed, and asks that Craig stay 1 Malkovich forever, explaining that
they’ll have access to his money. Craig adds to this that be can use Mal-
kovich’s existing notoriety 1o Jaunch his puppeteering career.

This conversation marks the end of the second act, for the resolution
of the main tension is at hand: Craig has succeeded in getting the girl
of his dreams, and faces the prospect of success as a puppeteer. The
sequence ends with one more cutaway io the immortality subplot: Les-
cer invites Lotte to join him and his friends in leaping to the Malkovich
vessel body. Loite replies by telling Lester there is something he should
know about the Malkovich vessel-—an oblique reference to Cralg’s o~
cupation of it. The problem of getting Craig out of Malkovich becomes

the central tension of Act [1L

Sequence G: Cralg With The World On A String

One of the aspects of Berng John Malkovich that gives it such an unusual
foe! is that the actor playing the protagonist actually disappears for most
of the last three sequences. The protagonist remains onscreen, but the
actor playing him, John Cusack, does not. In fact, during the last 30%
of the film—33 minutes—Cusack is onscreen for less than a minuate. As
the third act begins, he exists in manner only, his mannerisms and hair-
style evoked by the actor John Malkovich.

Sequence G, which runs just over aine minutes, 1s unified by an
event—Malkovich’s 44 birthday—rather than any dramatic tension. It
also features a “mockumentary” about Malkovich and a performance
by him at the American Baller Theater. While these amount 10 brilliant
comic explorations of the triumph of Craig over Malkovicl's body, they
lack the compelling use of any of the tools described in this volume, and
as a result the sequence itself has an aimless quality. There is only a hint



ron SCREENWRITING

of conflict, during cutaways to Lester, Lotte, and their friends, and thege
cutaways lay the groundwork for the tension of the final sequence. Byt
in the three major scenes of the sequence—the meeting with Maj.
kovich’s agent, the mockumentary, and the performance at the ABT,
there is little conflict and therefore no compelling tension.

The sequence begins with Maxine and Craig (as Malkovich) meeting
with Malkovich’s agent and announcing his plans to switch careers from
acting to puppeteering. A gap of eight months follows, announced by
an intertitle,

Craig (as Malkovich) is then shown arriving home in time to watch
a TV special on himself. The mockumentary is a comic exploration of
the notion of puppetry as high art form, and also an economical means
of delivering exposition—letting the audience know what has transpired
since the previous scene. Among the important bits of information is
the fact that Malkovich’s relationship with Maxine has grown strained;
this is reinforced by a cutaway to Maxine, gently caressing the lips of
Craig’s “Lotte” puppet.

During the mockumentary, there are two cutaways to Lester’s house,
where Lester, Lotte, and the elderly friends watch the same mockumen-
tary on television. Lotte expresses disgust at the sight of Maxine with
Malkovich, but Lester assures her the “iravesty” will be over by morn-
ing—a dangling cause that creates at least some anticipation as the film
heads to the final sequence.

When the mockumentary is over, Craig (as Malkovich) telegraphs
the agenda for the evening: he is heading te the ABT for a Swan Lake
benefit, and afterward hopes to celebrate his 44™ birthday with Maxine.
Since his 44™ birthday has already been established as a deadline for
Lester to enter the portal, so Craig’s statement helps to create a subtle
anticipation.

Craig’s successful performance of Swan Lake brings the sequence to
a close.

Sequence H: ‘““Look away!”’

The final sequence, which runs eleven and a half minutes, is unified by
dramatic tension: Craig’s decision to leave Malkovich in order to get
Maxine back. [t begins with Craig (as Malkovich) returning home with
a birthday cake clearly marked “44,” only to discover that Maxine has
been kidnapped. Lester calls him and threatens to kill Maxine if Craig
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doesn’t leave Malkovich immediately. Craig resp‘onds with .what s at
ke for nim: if he Jeaves Malkovich, he’ll lose his §areer, Tis money,
Stad Maxine, Lester in turn responds by telling Craig tha’g he and bts
31.1_ ds are old and will die if they don’t get into Malkowc'h by m.1dA
f];;}?t——a dangling cause that provides the main line of tension during
n
theé:gga }I;(slgia(:ligl'eicil)nll’langs up the phone and Lester coilcedes ilef;at.
ests they go into the portal and push Craig ou‘t; ester tells e}r
Itﬁﬁeé:agii fs too)}f)iwerful and would just ja‘m ihem Into Malé;ovw?xi
subconscicus—an imporiant bit of expositicn .that sets upM e ;16
scene, in which Lotte, angry and void of hope, tries to shoot da;;l t;m
Maxine runs into the portal to escape; Lotte follgws her, an ) e °
have a wild chase through Malkovich's subconscious before.kt 133 ace
both dumped in the pouring rain on the New Jersey )Turnpl f:.t V\r’lith
there, the two reconcile after Maxine reveals that she's pregnan
LOt}FehZ tr)ligzie switches back to Craig (as Malkovich), who drinks alor;e
in a bar, pondering his dilernma. At last be calls Lester apd agrjesﬁ;
Jeave Malkovich. Craig winds up on the New Jersey Tum}‘nkfe? and a.ust
a brief respite, Malkovich is taken over by Lester a._nd his friends, |
sefore the midnight deadline, closing off that dangling ,cause. e
On the turnpike, Craig sees Maxine and_Lotte and expresses nis ctake
tinuing love for Magine. She again rejects hirm, and‘ the two ?M}c:menws “
off in a car, leaving Craig to initiate one last da'nglmg cause: evo t
go back into the porta) and take over Mal.kovmh again so Maf;ime v;d‘
Jove him once more. The exposition provided .earhe(r‘—that) adfi r:dds
night anyone entering the Malﬁgvich portal will be “absorbe
ic irony to Craig's stated intent. .
dra?l? Fllz:t;‘(‘?ir’zfe annoufces the passage of seven years, after whlch ihﬁr—
lie Sheen arrives at Malkovich’s new Qaliforma home. Ma]klowcd rj;
clearly been taken over by Lester, as evidenced by his halrslt'y ; aéhaﬂie
sweater, both reflecting Lester’s tastes. Lester (_as Ma]kgwmch) ea s- parle
into the house, where they greet Tester’s vx'lfe-Flons"whc.) n’us*[m1 (j: ,
prets Charlie’s greeting, the final payoif of the speach-impedimentclogy
gagl;estei brings Charlie upstairs and asllc; ‘hjm how he,d_ feel ab;}utt hv;?i
forever, then shows him @ room CONINIDE new shrmlf(:—.—p ot hoes o
little girl. He introduces her as Emﬂ?f;a d}alogue 'hoo mtol he e
scene, which finds a seven-year-old girl, Emﬂy? pla}"mg at poo ESL e
her two moms, Maxine and Lotte. After Masne tickles her, Emily
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back and looks at her two moms admiringly, and Craig’s voice is h

calling out forlornly to Maxine, and urging Emily to “look awa iafd,
commapd she ignores. The dangling cause of Craié’s intent to takz 0-—%
Mau(ovzch again is closed off here: he is condemned forever to o o
Emily’s body but have no control over her. e
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Seq.

BEING JOHN MALKOVICH

Sequence Breakdown

Running

Description Length Time

ACT1

Opening titles and puppet show; Craig tries to make 15:04 15:04
money on the street as a puppeteer but geis punched; (14%)
he answers an ad in the paper and Jands the job at Lester

Corp, then watches the orientation video. Unifying

Aspect: Dramatic Tension. Protagenist: Craig. Objective:

To get a job.

Point of attack: Craig sees Maxine for the first time.

Craig pursues Maxine while dealing with Lester’s 20:06 35:10
lewdness. Craig is rgjected by Maxine af the Stuffed Pig, (33%)
later confesses his obsessive love for her, Is rejected

again, then discovers the portal. Afterward, Maxine

proposes the business relationship using the portal.

Craig accepts. Unifying Aspect: Dramatic Tension,

Pratagonist. Craig. Objective: Maxine.

Predicament: Craig will use the portal to pursue
Maxine.

ACT 11
{Main tension: Will Craig succeed in landing Maxine by using
the John Malkovich portal?)

Craig pursues the business venture, but Lotte 15:49 50:5%
unexpeciedly gets hooked on being Malkovich, and (45%)
starts fo fall for Maxine as well. Lotie goes on 2 “date”

with Maxine through Malkevich, Meanwhile [ M. Inc,

has its first successful customer, Unifying Aspect:

Dramatic Tensior. Protagonist: Craig. Obective: To

pursue the relationship with Maxine, and the business

venture, without Lotte interfering,

Maxine comes over for dinner; bath Lotte and Craig go 815 59:14
after her. Maxine rejects Craig ouiright and will only (5695)
accept Lotte when she's inside John Malkovich. Lotte

arranges another date with Maxine through Malkevich;

the two make love, Craig gets jealéus, confronts Lotle,

then confrants Maxine, who aceuses bim of wrongly

choosing the unrequited kind of love. Unifying Aspect:

Dryamatic Tension. Prowmgorist: Lotte. Objective: To

pursue her reladonship with Maxine,

First Culmination: Craig alone in bed while his wife is
in John Malkovich (54:25-—51%4).

Craig kidnaps Lotke, then has a successhul date with 17:20 1:16:34
Maxine as Malkovich, in which he realizes he can (72%)
control Malkevich, Malkovich responds by iavestigating
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.M, Inc. and going on the “John Malkovich Ride”
himself. Afterward, he threatens Craig with legal action.
Craig makes another date with Maxine, pretending to
be Lotte inside Malkovich. Lotte escapes with the help
of Elijah the chimp, reveals Craig’s deception tc
Mazxine. Maxine unexpectedly finds making love to
Craig through Malkovich intriguing, aind rejects Lotte.
Unifying Aspect: Dramatic Tension. Protagosist:
Malkovich. Objective: To find out the truth about
Maxine.

Craig and Maxine make love; afterward he does his 9:11 1:25:45
Dasce of Despair. He and Maxine agree that he will (B1%)
remain inside John Malkovich forever, and pursue
puppeteering, ioo. Meanwhile Lotie goes to Lester for
help; Lester reveals Lis true identity {Capt. Mertin), the
secret of the portal, and the human vessel. Unifying
Aspect: Dramatic Tension. Protagomst: Craig. Objective:
To get Maxine through controlling Maikovich.

Second Culmination: Craig agrees to be John
Malkovich forever, so he can stay with Maxine.

ACT III

Main tension has been resolved—Craig got the girl. S:04 1:34:49
This sequence examines the comic implications of his {91%)
married life and his new career as a puppeteer, and

keeps alive the subplot of Captain Mertin and his plans.

Craig watches a documentary about himself, then does

a performance at the ABT, Unifying Aspect: Event.

{Malkovich’s 44" birthday).

Craig returns heme to find Maxine kidnapped. While 11:34 1:46:23
Craig broods at his loss of Maxine, Lotte chases Maxine {100%)
through Malkovich’s subconscious before the two are

spilled out on the road and have a final confrontation,

in which Maxine reveals to Lotte that she’s carrying

Lotte’s baby, Craig finally abandons Malkovich out of

love for Maxine, only to find himself rejected again by

the side of the New Jersey Turnpike. He vows to return

to the portal to regain Maxine, and winds up stuck

inside Emily, Unifying Aspect: Dramatic Tension.

Protagonist. Craig. Objective: Saving Maxine’s life.

Resolution: Craig loses Maxine but is condemned to

look at her through the eyes of Emily the rest of his
life.
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while the main tension and therefore act breaks may not be clear,
ihe film does rely on sequences-—thirteen in all-—to hetp convey the au-
Jdience’s attention forward. Both the original Tolkien work and the
povie are episodic.

One aspect of The Fellowship of the Ring that distinguishes it from
all the other films studied in this volume is the relative weakness of its
protagonist‘ As is detailed below, in the first two seguences he is all but
absent from the screen, and subsequently he seems Jost in the shuffle
of the many characters that accompany him. Notably, of the thirteen
sequences in the film, he is the protagenist in only three.

These divergences from the typical form of feature films are not in-
dicative of a flaw; ultirnately, what matters is whether the picture suc-
cessfully engages audiences and leaves them feeling satisfied. While
there Toay have been ways to create a more thorough sense of “com-
pleteness,” on the whole, the film succeeds in these tasks. The purpose
of this analysis is to weigh whether or not alternative choices might have
been even more effective.

Overall, probably the chief, persistent problem with how the script
was executed is its failure to set up situations and characters in a way
that moves the audience from observer to participant. The effect is a
film that plays maore like a travelogue~—the audience conveyed from
place to place making discoveries along the way—than a dramatically
unfolding epic, with the andience engaged in the emotionally charged
issues of hope and fear along the course of the journey (a comparison
with Lawrence of Arabia is particularly useful in this regard). This is not

to say that the picture does not provoke hope and fear at all; rather, that
many opportunities to enhance these emotions are missed. The result is
that, emotionally, the picture functions only on a very basic level: the
audience hopes the characters don’t comie to physical harm and is afraid
they might.

Furthermore, the setups that do occur tend to telegraph information
In a way that undermines any chance for surprise, one of the staples of
cinematic storytelling since its inception. The result is a three-hour ac-
tion movie with few surprise twists. One may argue that the familiarity
of Tolkien books to so many mitigates against this—no one is left to be
surprised—but the surprise twist or reversal does more than delight an
audience; it offers glimpses of possible outcomes and as such lends a
sense of spontaneity and liveliness ¢ the story.
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puildup or context created for them, One of the most powerful tools of
sorytelling—the scene or preparation—is left unexploited. The casual
-ptroduction of Sauron is in particalar a lost opportunity; one need only
compare his iniroduction to that of the balrog near the middle of the
flm. For the latter demon, the storytellers showed skillful use of indirec-
tion and retardation: for five minutes the viewer is tantalized with hints
of the monster—sounds, roars, the trembling ground, the fery light—
before actually seeing it. When it finally arrives, its visual impact is con-
siderable, and it is easily the most spectacular character introduction in
the filrm.

Since Sauron is a villain who manipulates so much of the action
across nine hours of film, a comparison of his intraduction is useful to
the introduction of a magical figure in a very different kind of fantasy
film—The Wizard of Oz. In that 1939 classic, the Wizard is mentioned
in dialogue and discussed for an hour before he actually appears ons-
creen, and when at last he does, accompanied by fire, smoke, and con-
siderable noise, the impact is, again, considerable.

A more mundane problem with the dramatization of Sauron’s fall is
that it lays bare a weakness in the backstory—the Dark Lord, empow-
ered with the mighty One Ring, can be beaten simmply by having his ring
finger cut off (in the Tolkein work, Isildur cuts off the finger after
Sauron has been killed).

Perhaps the biggest problem posed by the choice of starting the pic-
ture with the long history lesson is that it eliminates any chance for the
exploitation of mystery in the opening sequence. By using this “shot-
gun” approach to giving the audience information, the viewer winds up
ahead of the characters for a good portion of the first act. In this, it’s
worth considering Narth by Northwest (Chapter 6), in which Hitcheock
and Lehman exploit mystery throughout the first forty minutes of the
film. One need only imagine what the impact would have been if these
storytellers had spent the first seven minutes of that film using a voice-
over narration to describe in great detall the workings of Vandamm’s
spy operation, the role that Eve plays in it, and the CIA’s use of a non-
existent agent to fool Vandamm, before introducing Roger in the mid-
dle of his busy day. Some of the most memorable scenes in cinema his-
tory would have been ruined.

Ultimately, the first seven muinutes of The Fellowship of the Ring is
emblematic of the storytelling style of the movie as a whole: the audi-
ence is an observer rather than a participant, witnessing a series of un-
folding events without any sease of anticipation, hope or fear. And in
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adapting a work of epic size, every minute of screen time is precious, so
using them up in this way means that there is less screen time available
for other, critical storytelling tasks.

Sequence A: The Long-Expected Party

The first sequence, which runs from the end of the voice-over narration
to the departure of Gandalf from the Shire, runs nineteen and a half
minutes. There is no dramatic tension to unify the sequence, which is
defined more by an event—Bilbo’s party—and his subsequent depar-
ture. Central to the action is the reintroduction of the Cne Ring.

The sequence begins with Frodo sitting by a tree reading, then run-
ning happily to greet the wizard Gandalf, who has arrived on a one-
horse wagon. Frodo asks him for news of the outside world; Gandalf
engages in conversation that is for the most part inaudible to the audi-
ence. The two pass by some hobbits setting up a tent and a banner that
reads “Happy Birthday Bilbo Baggins.” Gandalf asks about Bilbe, re-
marking that he understands the party will be of “special magnifi-
cence”—the second dangling cause of the picture. Frode tells Gandalf
he suspects Bilbo is up to something—another dangling cause, and the
two make an oblique reference to Bilbo’s previous adventures with Gan-
dalf. After this, Frodo bids Gandalf good-bye and jumps oft the wagon.
Shortly after this, Gandalf arrives at Bilbos home.

The use of a ride through Bag End to introduce the setting of the
story is a good one, but the three-minute scene suffers from two prob-
lems: one, there is no conflict and therefore no tension or anticipation
created within it, and two, it is not rich enough in the information to
justify its length. Essentially we discover that Hobbits are quiet folk, that
Bilbo—a character who hasn’t yet been introduced—is planning a party
and perhaps something more, and that he had some adventure.

Bilbo welcomes Gandalf into his home and in the course of their
conversation we learn that Bilbo plans to leave the Shire to finish his
book, that he feels old, and that he does not plans to return. The scere
runs over three minutes and suffers from the same problem as the pre-
vious one: it has ne conflict in it, and thus no dramatic tension. It pro-
vides some exposition about Bilbo and telegraphs Bilbo’s intentions
after the party, but Bilbo is a relatively minor character in the picture,
and any time spent on him is time #ot spent on introducing the audi-
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ence to Frodo, who is the protagonist, and who remains something of a
i 1m unfolds.
Clp?:ee;:?t; i;;ﬂ flfl)llows features the introduction of Sam, Merry, and
Pippin, the latter two in the midst of a Hfank to ste_al 'axédlsztt off Olie EE
the fireworks. The flight of this “dragon ﬁrewo?k is a brief examp ?ct of
preparation by contrast—the apparently menacang dev&c@ g 'm}:es"at )
a few frightening momens, to Le harm]fess. .The dram:eltlch}gl poin 3_
the party is Bilbo's disappearance into thin ait after saying his ﬁSt g00
bye. He then retreats—while invisible—to bis home, wlherce de puts :i\
golden ring back into his pocket {the device he evidently used to p(fer
form his disappearing act) and finds Gandalf a]reald}.r there Waﬁlng or
him. There follows what amounts to t‘n‘e first dramatic scene in the pt\lc-
ture—Gandalf trying to persuade a curiously resistant Bilbo to leave the
magic ring behind. When at last Bilbo departs, leaving thfe ;xpg, he utters
a prediction: he will live happily ever after to the end ob is: days. 1 s
with Bilbo gone, the “third act” of,the sequence e}g{ms, an b
deals exclusively with the ring: Gandalf’s attempt to maKke sense 0 ii ;
and his handing it over to Frodo for safekee’pmg. The sequenc?1 etnh
with two powerfal dangling causcs: Gam.:lalf s mnounceniqent tb at he
st see to some “things,” and his warmng to Frodo to l\ee.p t Eﬁ rmg
secret and safe. Because of the opening nairation, the scene is sa dlse
with dramatic irony—the characters are ignorant of the history and na-
rure of the ring, but the audience is quite aware.

Sequence B: The Truth About the Ring

The second sequence Tuns just under ten rnin.ute? apd IS]-[ cl;:ntfzred OTE
Gandalf’s quest to determine the t.ruth about Bilbo's r{)ng.. 5 ekgms ;v; k
a cutaway Lo an undisclosed lo::a.tlon that appears to ‘Eli fg[;hf m:v e
ing castle. An anguished voice cries out, barely mtelhgll v, Lreis nd
“Baggins!” As soon &5 these words are uttered, a volcano erup
several black-clad horsemen emerge at 2 gallop from some g?ltes. .
This episode runs under a minute 1n’]ength. and is visua 3; stzt hngf
but has no discernible storytelling funcpon. Given gwi;n the enDt thot
the work and the need for economy, it is an example of2 selgmer];D _a_
can be cut without affecting the story- True enough,.lt can ! {aitefE etrlerés
ferred, especially on second viewing, that the It?ca;mn 1;5 é E or ress
Rarad Dir in the land of Mordor, and the voice is T fat of Go u.m,mde
the horsemen are the Black Riders, but none of thisn Orman(;ntls nPur-
clear during the scene and all of it gets thorough treatm@tt abelrL.u Pur
ther, the segment’s presence here eliminates an opportunity to P
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audience expectation—preparation. This is, after all, the home of the
Dark Lord himself, the seat of evil and the headquarters of an army of
horrible orcs that threaten the whole of Middle Earth. Anticipation
could have been mitked considerably, even across the sequels. Inserting
I;he image unannounced and unexplained can only diminish its impact
ater.

Gandalf is next seen arriving at a distant city of undisclosed name

where he researches the ring in a dusty library. Here, while he reads’
some of the scenes from the opening narration are repeated, and th(;
presence of a telltale engraving on the ring js revealed.
. A'C}ltaway follows, to a black-clad horseman terrifying a hobbit and
inquiring as to Baggins; he is directed to Hobbiton. This sets up a scene
of preparation by contrast, in which Frodo arrives home to a dark
emply house where the window is open and papers are blowing aboutz
lending the place a sense of lurking danger. A hand reaches out of the
shadows to touch him; it proves to be that of Gandalf, who pays off an
eatlier line and closes off a dangling cause from the end of the first se-
quence: “Ts it secret? Is it safe?”

Gandalf and Frodo soon confirm it is, indeed, the One Ring. Gandalf
briefly recounts for Frodo the history of the ring—the third time the
audience has heard it—and then delivers exposition about the reawak-
ening of the Dark Lord in Mordor and his desire to reclaim the ring and
by its power bring on a “second darkness.” He tells Frodo that Sauron
m‘ust never find the ring, a dangling cause that informs the rest of the
picture.

Gandalf concludes their only option is for Frodo to convey the ring
out of the Shire. As Frodo packs his things, Gandalf telegraphs the plan:
Frodo needs to travel across country, during the day cnly, and meet
Gandalf in Bree, at the Inn of the Prancing Pony. He must also not
reveal that his name is Baggins. Meanwhile Gandalf will go to the head
of his order to try to get some answers.

Before Frodo leaves, they discover that Sam has been eavesdropping
on their conversation. The sequence ends with a dialogue hook uttered
in response to Sam’s plea for mercy—Gandalf tells him, “T've thought
of a better use for you.”

Frodo is thus suddenly thrust into the heart of the story from the
periphery. Unlike other films studied in this volume, in which the flow
of life of the protagonist is carefully established prior to the point of
attack, which interrupts that flow, in The Fellowship of the Ring so little
time in the opening two sequences is spent with the protagonist that
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there is no apparent flow of life from which he is snatched. This can
create the unfortunate impression that Frodo exists only because the
film needs him. A stronger choice might be to make sure the opening
sequences are built around him, so that his inner and outer conflicts
can work together to create a more powerful effect.

seqguence C: The Journey To Bree

This thirteen-minute sequence opens with Frodo already starting out
on his journey and Gandalf urging Sam. to keep up. Gandalf completes
the setup for the journey begun in the previous sequence by telling the
two to be careful—the enemy has many spies, and the ring must be kept
safe—it wauts to be found.

Somme information is missing from the setup, though—how long will
it take? How many days of travel? Has Frodo ever been to Bree? Qr even
outside the Shire? (We learn later that Sam hasn’t.) What do they think
about this journey? Geography-—imaps—are very important in the Tolk-
ein books, but the film is curiously lacking in a sense of geography—of
distances, directions, and the spatial relationship between various lands.
In contrast, the ather epic analyzed in this volume—Lawrence of Ara-
bin—dedicates considerable screen time in carefully setting up dis-
tances, dangers, and expectations.

After journeying for a while and then setting up camp, one of the
Rlack Riders appears menacingly in the foreground of a twilight expanse
of landscape—picking up the dangling cause of Gandalf’s warnings
about Sauron’s spies.

Follawing this is a cutaway 1o Gandalf riding to visit Saruman, as
telegraphed in the previous sequence. The two have a friendly greeting,
and Saruman delivers exposition: Sauron is gathering an army great
enough to launch an assault on Middle Earth. He also tells Gandalf that
Sauron’s forces are moving and the Black Riders have already left in
scarch of the ring, a dzngling cause that informs the remzinder of the
sequence. At this point Gandalf téies to run, apparently to warn Frodo,
but Saruman stops him and reveals himself to be a servant of
Mordor—a traitor, Gandalf refuses to join him; the two battle it out
with Saruman getting the better of it.

As to this five-minute segment with Saruman, two storytelling issues
can be raised, One—another chance for preparation seems to have been
missed. As noted previously, the film is largely void of surprise twists.

Gandalf, going in desperation to a trusted mentor, only to find out he’s
2 traitor, is an ideal opportunity to use this storytelling technique. In-
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stead, because of the way the segment is written and shot, it is clear very
early on—and long before Gandalf seems to realize it—that Saruman is
crooked.

Two—is the segment necessary at all? True enough, it allows the
filmmakers to display prodigious skill with special effects, but a price is
paid in the storytelling. By showing Gandalf waylaid, the audience is
aware immediately that Frodo and his companions will not be seeing
him at the Prancing Pony as arranged. Another chance for preparation
by contrast—and a surprise twist—is thus lost {in the Tolkein work,
his fate is concealed in this way, preserving the surprise twist). Another
advantage of cutting the segment is that it saves five precious minutes
that could be used elsewhere. 1n particular, the hobbits” memorable en-
counter with Tom Bombadil is not in the film.

The audience’s foreknowledge of Gandalf’s travails does have the ef-
fect of adding dramatic irony to the scenes with the hobbits: they are
unaware that Gandalf will not be meeting themn at Bree. Unfortunately,
those scenes are not exploited for dramatic irony. No mention is made
in them of Gandalf at all, nor of their hope/expectation that they will
soon be with him and he’ll protect them.

After Gandalf is shown indisposed with Saruman, the film switches
back to the Shire, where Frodo and Sam encounter Merry and Pippin,
two mischief-makers introduced during the fireworks display. The four
wind up on a wooded road, where they have their first encounter with
a Black Rider. A chase through the foggy, moonlit woods leads to a nar-
row escape at the Buckleberry Ferry, en route to Bree.

Sequence D: Bree

The fourth sequence opens with the hobbits’ arrival at Bree—closing off
the dangling cause initiated at the end of Sequence B-—and is unified by
location (the town) and to a lesser extent dramatic tension (Strider’s
desire to protect the hobbits from the Black Riders).

Frodo and his companions make their way to the Prancing Pony,
where they discover what the audience already knows: Gandalf is not
there. Very quickly, two dangling causes are picked up—Pippin reveals
to some bar patrons that Frodo’s name is Baggins, and Frodo trips and

falls, and winds up with the ring on his finger—both violations of Gan-
dalf’s admonitions from Sequences B and C.
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patches all five. The battle scene is wonderfully shot but the storytelling
again suffers: if the Nazgul are so yeadily defeated by the use of fire, why
didr’t Strider arm them with torches rather than swords? This is not an
idle question, because it is one of the jobs of the storyteller to set up the
rules of the world, 50 that, again, the audience knows what to hope for
and what to be afraid of. For example, if the audience knows ahead of
rime that fire is effective against the Nazgul, then Frodo’s act of putting
out the fire could be seen as an alarming mistake. [nstead, the audience
is getting exposition—fire is effective—right at the end of the battle,
at which time it's too Jate to have a dramatic impact. This problem is
compounded a few scenes later, when the same Nazgul return un-
harmed: apparently getting burned up only stuns them. {1t is worth not-
ing that in the Tolkien book, prior to the battle, Strider does indeed tell
the hobbits that fre can help neutralize the Nazgul and 1nstructs them
to build a fire, thus providing the setup so crucial to the battle that fol-
lows.)
After Strider disables the Nazgul, he goes to Frodo’s side and delivers
the unhappy news that the hobbit has been wounded by a Mordor
blade, which is very serlous and needs “elvish medicine” to heal. The
group is next seen running through the woods—and here Sam an-
hounces they are six days from Rivendell—the first such spatial/tempo-
val orientation in the sequence—and that Erodo will never make it—a
dangling cause that propels the Test of the action until Sequence F.

Sam cries out for Gandalf in desperation, which provides a verbal
fink to a cutaway back to Isengard, where Gandalf remains imprisoned
and the orcs are hard at work creating weapons and digging up new
ores from the muddy subterranezn soil.

The film then cuts back 1o Strider and the hobbits, deep in the
woods, with Frodo fading fast. They unexpectedly encounter Arwen, 2
temale elf, who quickly concludes that Frodo's enly hope lies in bring-
ing him to Arwen’s father. Strider offers to take him, but she argues that
she can ride faster, and if she can reach the river, the power of her peo-
ple will protect her. %

The setup for the chase scene that occupies the remainder of the se-
quence is nOW o mplete: the journey 1s six days, a deadline has been laid
out {Frode might die), the Nazgul provide a potentially deadly obstacle,

and if Arwen can reach the river, she'll be safe. The resultis a very effec-
tive chase, in which Arwen’s arrival at the civer signals instantly thet
success has been achieved.

Arwen disposes of the Nazgul by magically manipulating the river
(their weak spot—an inability to ford water—was already established at



212 SCREENWRITING

the Buckleberry Ferry), then turns to Frodo, who seems to be fading
fast. Arwen’s desperate reaction signals effective use of preparation by

contrast: her moments of despair occur just before Frodo is successfully
revived.

Sequence F: Rivendell and the Creation of the Fellowship

The fifth sequence is the longest in the film and is unified by place—the
ebven city of Rivendell. [t has at its heart a pivotal event, the council of
Elrond, at which a decision is made about the ring and the Fellowship
is formed-—two events that will shape the action of the rest of the pic-
ture. While the sequence has a few dramatic scenes, it suffers from lack
of focus; in particular, a failure to adequately set up the momentous
nature of the council of Elrond and the decision that issues from it.
The establishment of the Pellowship does amount to something of a first
culmination. It occurs just over the halfway point in the film, and it
provides a mirror opposite of the end, when the Fellowship is dissotved.

The sequence begins with Frodo returning to consciocusness and

being reunited with Gandalf and the other hobbits. He also sees Bilbo,
who has completed his book—closing off a dangling cause from the first
sequence. While Frodo looks at Bilbo’s book, he sees a map of the Shire
and mentions his yearning to go back to it. He tells Bilbo that he spent
his youth pretending he was clsewhere, on adventures with Bilbo, but
that his own adventure did not tuzn out the way he expected.

The placement of this exposition here is problematic; as suggested
elsewhere, this sort of information about Frodo would be useful for the
audience to know in the cpening sequence of the picture, since it would
help put Frodo’s acceptance of the task Gandalf asks of him—to carry
the ring to Bree—in a very different light: the hobbit who'd long imag-
ined himself an adventurer gets at last an opportunity to become one.

It would also cast in a very different light Frodo’s desire to return to
the Shire, expressed both to Bilbo and to Sam in the following scene.
Instead of being mere exposition, the scenes would be rendered deeper
and more resonant, because they would mark a turning point in the
evolution of the main character—from a self-imagined adventurer to

one who realizes such a life is not for him. His predicarzent would then
grow more poignant when he soon realizes that he must continue on

anyway—a reluctant hero. Because this information is introduced so
late in the film, it has little impact.

£ L
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Rivendell (the fact that for the hobbits, the journey 18 not over & c{,)r ?0 -é
Instead, though, the question is brought up onty 2 Ifew mlnutes ef t}ll ‘
the reversal occurs, and cannot enhance the emotionzl impact 0

j ree. .
Jou;:;:r Flg?:éc]f and Sam share their mutual desire to retwm o c;he ?hmeci
the film switches to Gandalf and Tlrond, where the first .’quy eve opec !
draratic scene of the sequence OCCrs: Ganda.lf attemnpting to ;lon?nns
a reluciant Elrond that the ring can stay in Rivendell. [.t also fanctio _
as a recapifulation SCENe {see textbox, page 29) and pro;fldlels S]fln;i nglc; t
sition through its argumentative ammunition. Gandalf te s klr 1
the ring is a burden Erodo should not have had to carry, QUCEy 1{3:1e i E
up almost immediately the dangling cause of the pr.e.\nous ssatmn
Frodo’s expressed intent 10 teturn home. Durlng thelr (;onver OSSBC,\
Gandalf tells Birond that Saruman is preparing an army ¢ orc; crd sred
with goblins, which will be able to move and atFack dunrllg 1t eLta‘za :
exposition that explains, at last, the images seen 1n t.he carlier afe evzfn
to Saruman. From this, Flrond concludes that The.rmg is not s e
in Rivendell. Gandalf suggests they mgst plaf:e ‘th€ll“ hope iim rpe;‘lé;e r&,
although currently leaderless, may anite behind Strider, who 18
more than a mere ranger.

vea'lfegetcr)e?fzation that Strider is in fact royalty wouldj have bc.een‘mcn.rf

effective if more thoroughly set up. Prior Lo Elrond§ men;’lcmlmng :1 (i

there is no indication the film that the race of men Lls1 leil1 er E;S\i, :r ¢

suffering fo it. The moment this ishbrought up; thoug , t he ?; wer
readily at hand, in the person of Strider. A more eff.ectx;e < f(f) o tgjh ‘
have been to introduce the issue earber and dramatize the € ec
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lack of leadership on the peoples of Middle Earth. Once so dramatizeg
this revelation—that the outwardly humble Strider is none other than)
the person who can step forward and become the king for which the
people are yearning—could play as a significant punctuation mark,
rather than mere exposition sandwiched between other such exposition

During the scene between Gandalf and Elrond, three unannounceq

and unexplained cutaways occur showing new characters—a beardeq
man arrives alone on horseback, a white-haired elf likewise appears with
some companions, and a dwar{ approaches on foot. These are later re-
vealed to be Boromir, Legolas, and Gimli, three major characters wheo
will soon be members of the Fellowship of the Ring after which the film
and book are named. The muted introduction of these three is worth
contrasiing to the memaorable way in which Merry and Pippin are intro-
duced, not to mention Sherif Ali, Auda Abu Tayi, and Lawrence in Law-
rence of Arabia.

Following Gandalf and Elrond’s discussion is a scene in which Strider
reads quietly and has an oblique interaction with Boromir-—the man
seen entering on horseback—-who picks up a shattered sword, drops i,
and exits. Again, with screen time very precious, it seems odd to expend
it on a scene that seems to lack any dramatic or story content.

At this point, the elf Arwen enters, and a very effective dramatic
scene transpires in which she guesses he is reluctant to take the mantle
of leadership out of fear that he would succumb to the temptation to
which Isildur succumbed. She tenderly assures him he will succeed
where Isildur failed. This is a powerful dangling cause that will be revis-
ited several times during the rest of the film. The scene ends with Arwen
giving Strider a gift of jewelry, and confessing her love for him.

The Gilm now switches to a meeting attended by Gandalf, Frode, and
Strider (henceforth Aragorn, heir to the throne of Gondor), in addition
to Boromir, Legolas, Gimli, and some other unnamed serious-looking
white-bearded fellows, presided over by Elrond. The latter recounts the
danger they all face, and tells them there is only one cheice—the ring
must be destroyed, by tossing it into the fires of Mount Doom, in
Mordor. Boromir raises objections—Mordor is a remarkably difficult
place to journey into, containing much evil, many obstacles, poisonous
air, and unfriendly orcs—important exposition delivered as ammuni-

tion. The meeting soon dissolves into a shouting match until Frodo
steps forward and offers to take the ring to Mordor. The others quickly

agree to accompany him. Elrond accepts the arrangement and an-
nounces the Fellowship of the Ring.
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The council of Elrond is dramatically structured, V;*‘Lth Elrstz)illi?s 131 ]([)t :
omnist, attempting to persuade the others of his ¢ oselzf olunes,
Eigakne;s is that no other options are pr§s<?nted. Iq the 'ﬂ(i sz Bomi
the council also weighs the possibility of huh.ng the rmg'; g:e e
badil in the Barrow Downs, OF fransporting it O\TEIieaS, e il
of having to return it to Mordor is onl ] adopted w ecr{dgtional o
-ties are climinated. This course of action has the adal antes
1of being so outragecus and foolhardy a quest that Saglron Sr: Eone "
suspect what they were planning_ to do. In 1t)he ﬁlmﬁrc:)c;ctllannoumes
these other possibilities are memAloned, and eciuse o e
at the cutset the only choice avaﬂable.to them, t. e Zn 1.t e councl seent
borders On unnecessary. The decision .1s pre—ordame ; 1b1;; tiesys amater
of everyone acceding to It. Furtlher, mtgbrzﬁ tzt?::p%c:;; S1 ;nd e
i e sense of limitless pos apor? '

E)k)feczlllﬁ:\?a?;;}%ﬂs its place: the reason the Fellowship must do its deed

i because that's what the story requires.

sequence G: To the Pass of Caradhras

‘test | ing just over seven
i i d shortest in the film, running ju
T o e i sion—Gandalf’s desire to lead the

‘hutes. 1t is unified by dramatic ten. ‘ _
xl§lellrllclalmfss}1'1p through the Pass of Caradhras. It opens with the Fellowship

' ious land-
setting out on its journey, Seen traveling on foot through vat 0

scapes. In this, it shares the wea]gness of .the prem?tﬁolw; Oﬂzz i

ences (C and E)-——no exposition creaiing expecta h e
iicéu oing? How long will it take? What milestones 'along t ,'i V\]iayf Ce% N
givz %15 2 sense of their progress? What ‘obstade.s_mﬂ th'e?(fhle € DZU ; had
minute into the sequence, Gandalf provides an faneraty: ¥

@ Rohan,
forth on their course for forty days and try to get to the Gap of Ro

is is critical 1 i t it is
d from there go east tO Mordor. This is critical information, bu
an . *
delivered in voice-over only and_ls thus' gasy 1o r;nss. e and Gl
After traveling 2 ways, te Feﬂowshxp_s.tops or a t.,n e
offers some counterpoint 10 Gandalf’s itinerary, SUSZESL, gBahn e
route r;light be through the MMines of Moria, where his f;ogsm S,
. Y J
give them a royal welcome, Gandalf refuses without offering any
nation. e
After this, the Fellowship is overtaken by a swarm of hirds— sp

n’—and opts to hide. Gandalf concludes from this that the

of Saruma d to take the

southern route isbemg watched, and they will thus be force
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Pass of Caradhr
completing the ‘?fsl}i snowy outcropping visible in the distance
There follow st act” of the setup-—the objective is now l ~—thug
ing CDnSiderabls another cutgway to Saruman, who is appar ; flﬁt
flight of the ble ]Er{;xg ress building his orc¢/goblin army ‘[?/\fee; Hy ks
mon Whomatch irds through the underground cha.mbersot OVSV g
do if the mountai? ;ZIfmrtt. }Sﬁruman wonders aloud what Ganc?alfarl'il]-l
: . eats him—will he 1i W
This danglin S will he risk a more dan
magic togcaugé; a;use is picked up a short time later, after éi:x?;ls roack
o _ n avalanche, blocking the Fellowship’ N an uses
e mountain pass. owship’s route through
A hurried snowb
ound conference i
take the road nce is held—Boromir ur
o throngh tht:;(/)[l'lgh Rohan, and Gimli repeats his suggesti;g)frzlS tﬁlem i
Saruman’s voice i ”}11‘35 f)f Moria. With the mention again of the . .they
dreads to go thelrse e?];d S‘ver Gandalf’s image, explaining why Gmlgzls%
—_the dwarves, appar =P an
ened some d e pparently digging too d
reen looking ;fiiﬁ-lﬁ creature {“flame and shadowh)g Sarun:l; ’,awljk_
Fortunatehy this ilmustragog of the creature, later identified as a}l; lt en
X > age is rief enough alrog.
hlgi/]\lfytlifﬁalve entrance of this charactger facieis not to undermine the
1 e Fell i ; :
“Let the ring b ;Vr\riug at an impasse, Gandalf turns to Frodo and s
ies. This 5. anain ec1de_. Frodo quickly renders his decision: igs
case i Sequeﬂ’ce?};{ };aii lcllglr;o;s way to handle exposition. As was', thz
so late i : ’ L discussion about the be
set? Anléj x:f};ze ]Oﬁmey seems illogical; why wasn't it di«iﬂif tcel e
H N B (o
dation abouf E’;eY I&n Saruman s woice-over to describe Gandzft’}s]i Oth
others so they COuldlnf‘S.of Mo‘rla? Wouldn't he share his fears W't}iel:il-
And b the ond weigh their decision? (Note: in the book, h 1d o
have any infonan(;fzi;\’ha; Easm does Frodo decide? He doesn)’t seee;f St')
' n. The impression i 0
Council of ) pression 1§ the same as th
to. This moi:;iq' he makes this decision because the stor}jl tnj?der};[he
ronce OfArabiarto ISO“{)OHE comparing with Lawrence’s decision inSL o
Nefud desert. Theg ack to rescue Gasim after the journey throu ha?
laid out for the audﬁiﬁsc, Conci, ;takes, hopes, and fears are empha%ic:]je
. e and the charact Y
0. His To ers before Law .
g apparently risky, foolhardy decision becomes ;eéLce decllcdes o
ance for in-

SIg 1t 1to E ZhElIa:tEI. III contrast t]h 1 [I :lD d3 O a

. . E ]

ba

4 §18 Of 6] s C151 n, nd

Sequence H: The Mines of Moria

The journe
v of the Fellowship 1 i
; p in the mines !
minutes of i , s lasts almos _ei
screen time, at that unity of place and actith S’:’;}YII;E)L eight
e ap-
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propriate for one sequence. However, the fist eighteen minutes CONCern
themselves primarily with the Fellowship battling the orcs, and the next
nine are centered on the race against the balrog to the Bridge of Kazad-
dam, so the ebb and flow of dramatic tension justifies anderstanding
it as two sequences (in the Tolkien book, the chapters have a similar
division).

Gandalf’s statement, “gy be i, 1n [ESPONSE to Frodo's decision 10
go to the mines provides the dialogue hook inlo Sequence H. After
some delay in opening ihe stone gates to Moriz, the Pellowship enters,
with Gimli promising them hospitality dwarf-style, Very quickly,
though, they find the chamber filled with long-dead bodies. Legolas
pulls an arTowW from one and concludes it is the wark of goblins. Boro-
[nir has apparently won his argurnent to pull out and proceed by way
of the Gap of Rohan, but a tentacled ¢reatuye from the water stirs and
attacks them, forcing them into the cave and sealing off the entrance.
Gandalf thus lights his staff and leads them on —warning them there ate
older and fouler things ¢han orcs ahead of them—-2 danging cause 0
be picked up most emphatically in Sequence L.

The discovery that the mines have been the site of a massacre 5eers
an opportunity for some form of preparation——either direct or by con-
trast-—but the setup here has been cursory and ambiguous, with Gan-
dalf anticipating doom and Gimli apticipating the opposite, and neither
really sharing his expectation with the other. Certainly Gimli’s expecta-
tion s proven Wrong quickly, but here the guestion is—what does he

think happened? There is no discussion in which the characters €X-
change any ideas about what has occurred to Gimli's consins and what
this might mean for them, other than Giml's cousins are probably all
dead and whoever Kkilled them may come after the Fellowship as well.
This is the classic opportunity for a recapitulation scene {see text box on
page 29}

The mystery of Girnli’s reactions deepens later when he finds the
tomb of his cousin Belin and seems somewhat sarprised, leading again
1o the question: what was his expectation? Was he really expecting 10
find anyone alive after traveling so many days through ruins and dead
bodies?

As the journey continues in the mines, the recurrent problem of the
film—missing ot minimal setnp for sub sequent action-—recurs. Gandalf
explains they have a four-day journey to ihe other side, and expresses
a hope that their presence will go unmoticed. Rather than having this
information delivercd as partof a dramatic scene, which might also be
an opportunity for laying ot just what has likely happened to Gimli’s
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relati it i i in i
martél\;ies)g 1; ;ssjzlllyqed again in voice-over while the characters
arcn ,:e o su itis easily m}ssed. And it is never explained just are
e Z .10 oping will not notice them. 8
| e til el;l;n%ll?sg Viotﬁlie(?icgf stops and weighs which direction
em. other opportuni i i
}s)ceczl(i; lrlf\;l}f;\tmgg t}zle issue§ noted above,pgut 1'nst2;iclf(thr iz ;‘iiil;t:éa;l@n
pep tallc that nz]m aljllf Flehvers t.o Frodo, and a brief discussion of zha
S ) ,:'\11 (21 is following them. Gandalf initiates here a clame
ging cause (e ‘.tl 1 angle b.eyond the end of the film—he feels tha-t
The e y;e play some important role in the drama.
Sergraan dw}; 1- foop FEeSuInes, E.md. Gandalf leads them to the great un-
and is devastated Zi?hzlzzziﬁ?rziiloins; }:'hedton;qb ol s
! ted is death. Ga g
Z é :itéz:rrli;ﬁes? ibing a hgpeless battle. After he’s througlrxlf:elji;:;d;if;oiﬁ
ccidental a;;e Cfeattf::_s a disturbance, threatening to pick up the c{an ll’j
: earlier by Gandalf—that they will be abl gt
cause it e to pass through
the:ei};agr;l:eizlb:* fo?trast is used e.ffectively after the noises fall silent—
ihere fs general et ;‘e afong the nine that their whereabouls remain a
e Sam, ough, they begin to hear noises from below, signal-
tmus_the'ﬁm not;:}:es_tha'it Erodo’s sword is glowing blue, indicating
prolly —the frs pta}fff of this visual motif planted when Bilbo had given
hum the sword a ivendell. The Fellowship proceeds to do battle with
fhe orcs arelrﬂcave troll, managi.ng to defeat them all, but not before
0 g}; eren y run through with a {ance.
Wears—manmheg_es unf}}farmeld, t)l’lOL.lgh, due to the special chain mail he
e nldpé);?l j ;1; 1321;;) $ glftf to him. More orcs are heard com-
dialogue hook into the next seqouuetxilcer.ro the Bidge of Kazed domt™ =

Sequence 1: The Balrog

The ni i
e n{nt; :%i ;11 1}:lf minutes of Sequ§nce I are probably the most effec-
b (Kpmtagom;t” (I>rrlnt ;1 story‘celhng v1ewpoigt. The setup is adequate—
the other eight membeerss ec(}fu ;T;: eFIESUSang'aH - hE e o
e o mbers of wship over the Bridge of Kazad-
trel;‘éhgloeuc;bsstt;clle is primarily the balrog, secondarily thegorcs anecllzjge
e ¢ steps. The sequence also features masterful use of
on, in this case the retardation variety: as mentioned pre-

1
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viously, almost Gve minutes pass between the first hint of the balrog—
{hrough sound and light—and its arrival in all its infernal glory at the
pridge. Its arrival after so much anticipation 1s sunning.

The sequence begins with the nine members of the Fellowship run-
ning as fast as they can through the great stone columns, with orcs
springing up from below and scrambling down from above along the
way. 100 s00%, the orcs have them surrcunded and greatly outnum-
bered, and all appears tost, As the hopelessness of the predicarment sinks
in, though, there arises a loud, low growl, accompanied by a hint of
flame in a distant corridor. The orcs suddenly scatter, and momentary
relief turns to dread as Gandalf identifies the new intruder as a balrog,
and warns them it 1s beyond the power of any of them.

The nine flee to a vast chamber with decaying stone stairways, and
overcome these and interference from o1¢s 10 reach the bridge. Here,
Gandalf tuens to face the bajrog after the others have made it safely
across; after a brief battle, the two plunge into the chasm.

The apparent death of this major character is followed by an effective
aftermath scene, rich with music, giving tme for the members of the
Fellowship to grieve as they reach the outside world. The sequence ends
with Aragorn Urging them onward, telegraphing 4 destination—the
woods of Lothlorien—and setting a deadline—by nightfail the woods

will be crawling with orcs.

Sequence J: Lothlorien

This twelve-minute sequence, like Sequence E, 15 unified by location, 1n
this case Lothlorien. The elf Galadriel is the dorninant character but her
objective—to endure a test with Erodo and then, having survived the
test, giving him advice—is specific to ne scene as opposed to the whole
of the sequence. The sequence also marks the transition from second to
third act, or at the very least, from the “middle” to the “end” of the
film. As discussed previously, the sequence does not mark a transform-
ing, culminating momeni found in Many successful flms, but it does
offer surviving members of the Fellowship, and the audience, a chance
to rest and catch thetr breaih before resuming the journey. Further, be-
cause Gandalf, whose personality and objectives carried so much of the
picmre till now, is nOW absent, the sequence SErves to focus the siory
more completely {and much belatedly) on the plighs of Frodo.
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The sequence beings with the same minimal setup as the others, with
Lothlorien identified as the destination, but its distance in mile; 1d
days of travel, what the place is supposed to be like, and what the likirll'
hood of their success in getting there are not revealed, It must bl-
stressed again that these are not idle questions. For a viewer who .
hopes.a'nd fears are tied into the prospects of success or failure of tlje
expedition, such information is key to making an assessment as to t:he
progress. Lothlorien has never before been mentioned. Does the de "
sion to go there represent a new direction? Does it mean that the ’Cr:
making progress or losing ground? What is to be expected when [j‘le
get there? Ts it a refuge like Rivendell or a potential source of dan ey
like the Mines of Moria? Is it a jumping-off point for the journe gtcf
Mordor or far from it? Knowing these things will enhance an audienyce’s
sense of hope and fear; ignorance of them reinforces the sense of travel-
ogue—we go along for the ride, and have little sense of anticipation be-
vond the expectation of a change in scenery at regular intervals

After traveling through some open fields, the Fellowship ente‘rs some
woods, and here a late attempt at preparation is made: Gimli warnin
Erodo and Sam about some sorceress who lives in the woods. It’s minf
mally _effective both logically (wouldn't this issue have con;e up lon,
before?) and from a storytelling viewpoint (it’s too late to createpmucf
of a sense of anticipation). Gimli goes on to say he will not fall under
ber spell, and he is very observant; it is a brief use of preparation b
'_:ontrast, for as soon as he offers this reassurance, the Fellowshi ﬁndy
itself surrounded by elves wielding bows and arrows. P
- .Aragorn asks the leader of these elves, Haldir, for protection; Gimli
insists the woods are too dangerous and that they should g(; back;
HaldTr tells them they’ve entered the realm of the “Lady of the Wood ;

who is waiting—a dialogue hook into the next scene. ’
Frodo and the others proceed up the stairways of some large trees
and find themselves standing before Galadriel, presumably the %ad of
the Wood. She recapitulates their situation—the quest stands onythe
edge of a knife, and may fail, to the ruin of all. She makes witherin eye
cantact with a very nervous Boromir, then urges them to rest——agdigi-
logue hook into the next scene, which finds the Fellowship ! i
about at the foot of the trees. ‘ P onnss
Two recapitulation scenes follow that set up dangling causes for the
subsequent sequence. In the first, Boromir confides in Aragorn his
FiouPts about restoring Gondor to its former glory now that his father
is ailing, In the second, Frodo is silently summoned into the presence
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of Galadriel, who recounts what is at stake in the Fellowship’s quest and
warns him that one member of the Fellowship will try to get the ring;
this is a powerful dangling cause that sets up a major question in the
following sequence: will Boromir seize the ring? Frodo then offers the
ring to Galadriel, who confesses but rejects it. Frodo confesses his fear
about carrying on; she tells him that even the smallest person can
change the course of the future—another dangling cause, which ends

the sequence.

Sequence J; Assault of the Uruk-hai

The second-fo-last sequence of the flm is also the second longest, at
twenty-one minutes, and is centered on the question of whether or not
the Pellowship can overcome the attack of Saruman's arc/goblin sol-
diers { Uruk-hai). This dramatic question is what carries the bulk of the
third act of the picture.

The sequence begins with a cutaway to Saruman, who gives his
troops a pep talk—"Cut them down; do not stop till they are found; do
not know pain, do not know fear, you will taste man-flesh!” These dan-
gling causes, and the orders he gives to Lurtg, the lead Uruk-hai—"One
of the halflings carries something of value—bring therm alive and un-
spoiled; kill the others”—essentially complete the setup, or “first act,”
of the sequence. The surviving members of the Fellowship need to con-
tinue their journey; the chief obstacle will be Saruman’s Uruk-hai, op-
erating under cruel orders.

The film crosscuts between the Fellowship setting out on canoes and
the quick march of the Uruk-hail The destination of Frodo and his
companions ls even more vague for this sequence than for any of the
others; they are simply moving onward, presumably toward Mordor.
No milestones are offered and therefore there is no way to gauge their
progress. There is also no way to know how close or far the Uruk-hai
are from the Fellowship, information that would certainly help to en-
hance the audience’s sense of hope or fear,

Frodo znd his comparnions eventually beach their boats, and at a
campsite, Aragorn gives the first sense of a plan: they will move across
the lake at nightfall and approach Mordor from the north on foot.
Gimli objects to the route, recounting some forbidding terrain on the
way; Aragorn insists it is the plan. At this point Legolas shares with Ara-
gorn a sense of impending danger and urges them to ¢entinue on im-
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mediately. Shortly afterward, Frodo and Boromir are discovered
missing.

The two are deeper into the woods, where Boromir tries to take the
ring from Frodo—picking up the dangling cause of Galadriel’s warning.
Frodo manages to escape from Boromir, and finds himself in the pres-
ence of Aragorn. Frodo tells him to look after the others, telegraphing
the notion that Frodo will go on alone.

At this point Aragorn notices that Frodo’s sword is glowing blue—
signaling the presence of orcs. It is the second payoff of this prop; un-
fortunately in both payoffs (here and in the Mines of Moria) the
characters notice the glow before the audience has a chance to see it. If
the order had been reversed, the ironic tension created—the audience
realizing orcs are near before the characters do—would have been very
intense,

Frodo flees and Aragorn is left to take on the army of Uruk-hai alone
until the other members of the Fellowship arrive to help. Boromir is
killed in the battle, closing off the dangling cause of his vow to restore
glory to Gondor, though Aragorn promises to carry on in that regard,
initiating another cause that dangles beyond the end of the film. Ara-

gorn, Gimli, and Legolas manage to prevail, but not before Merry and
Pippin are hauled off to Isengard.

Sequence K: Frodo and Sam Go On Alone

The final sequence finds Frodo at water’s edge. He recalls Gandalf’s
words about doing the best he can with what is given to him, and, thus
fortifred, gets into one of the boats. Sam arrives soon after and swims
out to join him. After a few moments of suspense in which it seems Sam
might drown, Frodo pulls him. Sam tells him he rever means to leave
Frodo, another cause that will dangle beyond the end of the picture.
The two embrace and journey on together.

The movie switches to Aragorn, Legolas, and Gimli, who decide to
rescue Merry and Pippin. Aragorn leads them back into the woods with
the words “Let’s hunt some orc,” and yet another dangling cause is ini-
tiated, to be picked up in the sequel.

At the end of the picture, Frodo and Sam look out at their ultimate
destination—Mordor—and they both initiate the final dangling causes
of the picture: Frodo hoping the others find a safer route, and doubting
they'll ever see them again, and Sam suggesting they may vet.
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FELLOWSHIP OF THE RING
Sequence Breakdown
Running
Seq. Description Length Time
ACTI
i 7:14 7:14
Opening Narration 7 o
A The long-expected party; Bilbo disappears; Gandalf 19:26 (i(;;(;
canfronts him about the ring; he goes away, ng@alf o
tells Frodo to keep the ring secret and safe. Umfj{mg_
Aspect: Dramatic Tension. Protagonist: Bilbo. Objective:
To make a memorable exit.

B Gandalf researches at library and returns; Bl:au:}: Riders %:45 ;?;5)
set out; Gandalf sends frodo and Sam on a journey to (21%
Bree. Unifving Aspect: Dramatic Tension. Protagenist:

Gandalf. Objective: To learn about the ring
ACTIL . )
(Main tension: Will Frodo convey the ring to safety?)

C Gandalf is betrayed by Saruman; Frodo and Sam are 12:46 égq]fl)
joined by Merry and Pippis. The company narlom"]y. b
escapes the Black Riders and makes it to Bree. Uilllfyi‘ﬂg
Aspecr: Dramatic Tension. Profages ist: Frodo. Objective:

To get to Bree.

D Frodo and friends are befriended by Strider at the 7:53 ;;‘q(f)dg
Prancing Pony. The Black Ridets narrowly miss the‘m (33%
Unifying Aspect: Dramatic Tension. Profagorist: Strider.

QObjective: To help the hobbits.

E Strider leads the hobbits en the journzy to Rivendell; 16:19 1}};;3
Saruman puis the Furt on. Gandalf, Froda s wounded {43%
by one of the Black Riders. After $trider fights therm all

off, the elf Arwen conveys him safely 1o Rive]}dell. .

Unifying Aspect: Dramalic Tension. Protagonist, Strider.

Objective: To guide the hobbits to Rivendell.
¥ Froda recovers in Rivendell; Gandalf and Elrend debat'e 21:55 1(220/1’2;

what to do about the ring Bofemir, Legol;}s and G_]mll b

are introduced; the Fellowship of the Ring is estz'abhshed

at the Coungil of Blrond. Unifying Aspect: Localion

{Rivendell} and Action (the creation of the Fellowship).

First Culminatios: The forming of the fellowship (56%)-

i i 740 1:42:58

G Gandalf leads the Fellowship on the first leg of its s

journey, which takes (hein 10 the Pass of Caradlhiras,
which Saramen’s magic renders impassable. Uiifyirg
Aspect: Dramatic Tension. Frotagonist. Gandalf.
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Objective: To lead the Fellowship through the Pass of
Caradhras.

The Fellowship enters the Mines of Moria and after 18:43 2:01:4]
battling a tentacled monster. They discover that the (71%)
dwarves within have been massacred. They battle orcs

and a cave troll, and Frodo is run through by a lance,

only to be saved by a magical chain mail. Unifying

Aspect: Dramatic Tension. Protagonist: Gandalf.

Objective: To lead the Fellowship through the Mines of

Moeria.

The Pellowship flees from the Balrog, escapes across the 9:19 2:11:00
Bridge of Kazad-diim. Gandalf confronts the Balrog (76%)
there and tumbles into the chasm with him. Unifying

Aspect: Dramatic Tension. Protagonist: Gandalf.

Objective: To lead the Fellowship to and across the

Bridge of Kazad-dm.

The Fellowship travels to Lothlorien. Once there, they 12:11 22311
rest while the elf Galadriel warns Frodo about the (840%)
danger that Boromir poses to the Fellowship. Unifying

Aspect: Location (Lothlorien).

Second Culmination: The arrival at Lothlorien.

ACT III

The Fellowship sets off by boat but is overtaken by 21:01 2:44:12
Saruman’s Uruk-hai. Boromir tries to get ring but (96%)
Frodo overcomes him. The battle with orcs ensues, in

which Boromir dies. Frodo escapes while Merry and

Pippin are taken prisoner. Unifying Aspect: Dramatic

Tension. Protagonist: Frodo. Objective: To carry on the

quest despite trouble with Boremir and the Uruk-hai.

Frodo and Sam set out alone to Mordor, while Aragorn, 6:18 2:50:30
Legotas, and Gimli decide to go off and rescue Merry (100%}
and Pippin, Unifying Aspect: Dramatic Tension.

Protagonist: Frode. Objective: To set off for Mordor.
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