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““WHERE 0O YOU PUT

THE CAMERA?"

CONSTRUCTING A FILM
(A COLLABORATION WITH
STUDEMTS IN THE COLUMEBIA
UNIYERSITY FILM SCHOOL)

Let’s make a movie out of the situation we're in
now., A bunch of people are coming to a class.
What's an interesting way to film this?

From abowve.

Mow, why is that interesting!

It's interesting because it's a novel angle and it gives
a bird's-eye view of everybody coming in, sort of
accentuating the numbers. If there are 2 number of
mxc_u_n E:.;...h in, you may want to suggest that
that's significant.

How can you tell if this is a good way to film the
scenel There are any number of ways to fAlm it
Why is “from above™ better than any other angle?
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How are you poing to decide what's the best way
to shoot it

It depends what the scene is. You could say the
scene i about a really tempestuous mesting and
have people pacing around a lot. That would dictate
a diffcrent scene than one in which the tenston is
underlying,

That's exactly correct. You have to ask, “whar js
this scene about?™ So let's put aside the “follow the
hero around™ way of _B.._rm:w movies and ask what
the scene is about. We have to say our task is nor
to follow the protagonist arcund Why? Because
there are an infinite number of ways to film a bunch
of people in a room. So the scene B not simply
about & bunch of pecple in a room; ics about some
thing else, Let us sugpest what the scene might be
about, We know nothing about the scene ather than
it's a hirst meeting. 5o you're gning to have to make
an election as to what this scene is about. And it is
this election, this choosing not “an interesting way”
to film a scene (which is an clection based on novelty
amd __unf._n.m__”__. a desire to he well-liked) but rather
saying, I would like to make a statement based on
the meaning of the scene, not the appearance of the
scene,” which is the choice of the artist. 5o let's
suggest what the scene might be ahour, 1] give you
a hint: “what does the protagonist want?” Because
the scene ends when the protagonist gets it. What

dees the protagonist want? It's this journey that is
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going to move the story forward. What does the
protagonist want? What does he or she da to get
it—that's what keeps the audience in their seats.
If you don't have that, you have to trick the audience
into paying attention. Let's po back to the “class”
idea, Let's say it's the first meeting of a series of
people. A person, in the first meeting, might be
trying to get respect. How are we going to address
this subject cinematically? In this scene the subject
Wants 19 earn she instructor's respesr. Let's tell the stary
in pictures. Now, il you have trouble addressing this
thing, and your mind draws a blank, just listen to
Yourself telling the story 1o 3 guy next to you in a
bar. How would you tell that stary?

“So this puy comes inte the dass and the first thing
he does is sit right next to the professor and he
started to lock at him very carefully and. .. and
listen very nuz.m:__”_q to what he's saying and when
the professor dropped his prosthetic arm, he reached
down and grabbed it and gave it to the professor.”
Well, yes. This is what the writers do today, the
writers and directors. But we, on the other hand,
want to keep everything that's “interesting™ out of
the way. If the character is not made to be interesting,
then the character can only be interesting or un-
interesting as it serves the story. It impossible o
make a character “interesting in general” If the
story is about a man who wants to earn the respect

of the instructor, it’s not important that the in-
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structer have a prosthetic arm. 1t's not our task to
make the story interesting. The story can only be
interesting because we find the progress of the pro-
tagonist interesting. It is the objective of the protagonist
that keeps us in our seats. "“Two small children went
into a dark wood .. " Oleay; somebody else? You're
._____._.._.:_._m the film. The ...u_.._“__.z..z.....n is o garn the respect
_.u.____. the instructor,

“A guy in flm class, who arrived twenty minutes
early, sat at ane end of the table. Then the class
came in with the instructor, and he picked up his
chair and moved it, trying to sit near the instructor,
and the instructor sat on the other side of the room.™
Good. Now we've got some ideas. Let’s work with
them a lietle bit. A fellow arvived twenty minutes
early. Why? To carm the respect of his instrucear. He sat
at one end of the table. Mow, how can we reduce
this to shots?

Shot of him coming in, shot of the classroom, shot
of him sitting, shot of the rest of the class coming
n.

Good. Anybody else?

A shot of a clock, a shot of the moment when he
comes in, hold on this until he decides where he's
guing 1o sit, a shot of him waiting alone in the
empty room, a shot of the clock, and a shot of many
people coming in,

Do you need a shot of the clock? The smallest unit

with which you mose want to concern yourself is
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the shat. The larger conicept of the scene is to win
the respect of the instructor, This is what the pro-
tagonist wanti—it's the superohjective. Now, how
can we figure out the firse beat of the scene? What
do we do Arst?

Establish the character.

The truth is, you never have to establish the char-
acter. In the first place, there is no such thing as
character other than the habitual action, as Mr.
Aristotle told us two thousand years ago. [t just
docsn't exist. Here or in Hollywood or otherwise,
They always talk abeut the character out there in
Hallywood, and the fact is there is no such thing.
It doesn’t exist. The character is just habitsal action.
“Character” is exactly what the person literally does
in pursuit of the superobjective, the objective of the
scene. The rest doesn't count.

An example: a fellow goes to a wherehouse and
comes up to the madam and says, “what can | get
for five bucks?” She says, “you should have been
here yesterday, because . .. Well, you, as members
of the audience, want to know why he should have
been there yesterday, That's what you want to know.
Here, however, we tell the stary, full of character-
ization.

A fellow, trim, At uw.ﬁn._h_w enamored of the
good  things of life but not without a certain
somberness, which might speak of a disposition
to contemplation, goes to a gingerbread gothic
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whorehouse situated on a quiet residential street,
somewhere in a once-elegant part of town. While
walking up the Hagstone steps . . .

This is one of those American movies we make,
The script and the film are always “establishing”
something.

Now, don't pou go “establishing™ things. Make
the audience wonder what's going on by pueting them
in the same position a5 the protagonist.

As long as the protagonist wants something, the
audience will want something, As long as the pro-
tagonist is clearly going out and attempting to get
that something, the audience will wonder whether
or not he's going to succeed, The moment the pro-
taganist, or the sutewr of the movie, stesps trying to
get something and starts trying to influence someone,
the audience will go to sleep. The movie is not about
establishing a character or a place, the way television
does it

Look at the story about the whorehouse: isn't
that how most television shows are formed? A shot
of “air,” tilt down to frame a building. Pan down
the building to a sign that says, “Elmville General
Haspital.” The point is not “where does the story
take place?™ but “what's it about?” That's what
makes one movie different from another,

Let’s go back to our movie, Now, what's the first
cencept! What is going to be a building block char is
necessary to “achiewe the respeer of the instrucror™'?
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- -+ The guy arrives early?
Exactly so. The puy arrives early. Now, the way you
understand whether the concept is essential or nat
is to attempt to tell the story without it. Take it
away and see if you need it or not. IFit's not essential,
you throw it out. Whether it's a scene or a shat,
if it's not essential throw it out, *The Zuy says to
the madam . .. Well, obvicusly you can't start the
whorehouse scene like that. You need something
before that. “A puy goes to a whorehowse and the
madam says . .." In this example the first building
block is “a guy goes to a whorehouse. ™

Here's another example: you have to walk to the
elevatar in order to get downstairs. In order to get
down, you have to go to the elevator and get in
there. That's essential to get downstairs. And if your
objective is w ger 1o che subway and you begin in an
elevated floor of the building, the first step will be
“to get downstairs.”

To win the respect of the instrucior is the superoh-
jective. What steps are essential?
First, shew up early
Good. Yes. How are we going to create this idea of
earliness? We don't have to worry about respect now,
Respect is the overall goal. All we have to worry
about now is earliness; that's the first thing. 5o let's
create the idea of earliness by juxtaposing unin-
flected images.
He starts to sweat.
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Okay, what are the imapes?

The man sitting by himself, in a suit and tie, starting
to sweat. You could watch his behavior.

How does this give us the idea of carliness?

It would suggest that there's something he's antic-
ipating.

Mo, we don't have to worry about anticipazing, All
we have to know in this beat is that he's early. Also,
we don't have to watch behavicr,

An empty room.

Well, there we o, that's one image.

A shot of a man by himsell in an empty room
juxtaposed with a shot of a group of peaple coming
in from outside,

Okay, but this doesn't give us the idea of earliness,
daes it? Think abeut it,

They could all be late

Let’s express this in absolutely pristine, uninflected
images requiring no additional gloss, What are the
two images that are going to give us the idea of
earlimers?

A guy is walking down the street and the sun is
rising and the street cleaners are going by and it’s
dawn and there’s naot a lat of activity on the street.
And then maybe a couple of shats of same people
waking up and then you see the guy, the first man,
come into a room and other people are in there
finishing up a job that they were doing, maybe
finishing the ceiling ar something like that.
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Mow, this scenario .m_....nm the idea of early moming,
but we've got to take a lictle bit of an overview.
We have to let our little alarm go off once in a
while, if we stray too far off the track; the alarm
that says, “Yes—it's interesting, but does it fulfill the
objectivei” We want the idea of carliness so that we
can use it as a building block to winning respecr, We
do not absalutely require the idea aarly in the marning.
Dutside the door you could have a sign saying “Pro-
fessor Such-and-such's elass™ and giving the time.
Then you could have a shat of our guy abviously
sitting by himself with the dock behind him.
Okay. Does anybody feel that it might be a good
idea to stay away from a clock? Why might we feel
that?

Cliché.

Yeah, it's a little bit of a cliché. Not that it’s nec.
essarily bad. As Stanislavsky tald us, we shouldn™t
shy away fram things just because they are clichés,
On the other hand, maybe we can da better. Mayhe
the clock ain't bad, but let’s put it aside for a
moment just becanse our mind, that lazy dastard,
jurnped to it first and, perhaps, it is trying to betray
uE.

So you have him coming up, and he's in the clevator,
nervous and maybe looking at his watch.

MNo, no, no, no. We don’t need this in there, do
we? Why don't we need this?

Maybe a small clock ., . ¢
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.. - He doesn't even have to lock nervous, This gets
down to what | tell the actors too, which we'll
discuss later. You can't rely on the acting to tell the
stary, He doesn't have to be nervous, The audience
will get the idea. The howse has to look like o house.
The nail doesn't have to lock like 2 house. This beat,
as we described it, had nothing to do with “ner-
vousness”™; it is about being early, and that is off it is
about. Now, what are the images here?

We see the puy come down the hall and he gets to
the door and is trying to rush in and he finds that
it's locked. So he turns and looks for a janitor in
the hall. The camera stays with him.

How do you know he's looking for a janitor? All
you can do is take pictures. You can take a picture
of a guy turning. You can't take a picture of a guy
turning to lock for a janitor. You've pot to tell that
in the next shat

Can you cut to a janitor?

New the question is, does a shot of a guy turning
and a shot of a janitor give you the idea of earliness?
MNa, it doesn’t. The important thing is always apply
the criteria. This is the secret of filmmaking.

Alice said to the Cheshire Cat, “which road
should | take? And the Cheshire Cat said, “where
do you want to goi” And Alice =aid, "I don't care.”
And the Cheshire Cat said, “then it doesn't matter
which road you take™ If, on the other hand, you
oo care where you're going, it does matter which
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road you take. All ?:. have to think about new is
earliness. Take a look at the idea about the locked
door. How can we use this, because it's a very good
idea. It's already mare exciting than a clock. Not
mare exciting in general, but more exciting as ap-
plied o the idea of earlines.
He comes to the deor and it's locked, so he tums,
he sits and waits
MNow, what are the shots? A shot of the man coming
down a hall. What's the next shot?
A shot of a door, he tries it, it's bocked, it doesn’t
apen.
He sits down?
That's i,
Dices this give us the idea of earlinesst Yes:
What if we combine them all. Start with the sun
rising. The second shot is of a janitor mapping in
the hall, going down the hall, and as he goes down,
there's someone sitting in front of the door and the
guy gets up and paoints to the door and the janitor
could look at his watch and the guy points to the
doar again and the janitor locks at his watch and
shrugs and unlocks it.
Which sounds cleaner? Which gives us mare clarity
in this instance? The toughest thing in writing and
&En:.:m and editing is to give up preconceptions,
and apply these tests you have clected are correct
for the problem.

We do that by applying curselves to our first
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principles. The first principle, in this case of the
seene, being it's not a scene about guys coming into
a room, it's a scene about trying to win the respect
of the instructor; the second small principle being
this beat is about earliness. That's all we have to worry
about, sarliness.

Now, we have two plans here. Which is simpler?
Always do things the least interesting way, and you
make a better movie. This is my experience, Always
do things the least interesting way, the most blunt
way. Because then you will not stand the risk of
falling afoul of the abjective in the scene by being
interesting, which will always bore the audience,
who are collectively much smarter than you and me
and have already gotten up to the punch line. How
da we keep their attention? Certainly not by giving
them more information but, on the contrary, by
withholding __..—n__._.._._._ﬂ_u._..z.lru Em_”__.._.ﬁu_.m_.am all infor-
mation except that information the absence of which
waould make the progress of the story incompre-

This is the kiss rule. K.LS.5 Keep it simple,
stupid, 5o we have three shots. A fellow is walking
down the hall. Tries the handle of the door. Close-
up of the door handle being jiggled. Then the fellow
sits down.

I think you need one maore shot i you want to show
his earliness. He opens up his briefcase, pulls out a
handful of pencils, and starts sharpening them.
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Olay now, you're .m_u:..E.w ahead of yourself, We've
finished our task, right? Our task is done when we've
established the idea of earliness.

As William of Occam told us, when we have two
theories, each of which adequately describes a phe-
nomenon, always pick the simpler, Which s a dif-
ferent way of keeping it simple, stupid. Now, you
don't cat a whole turkey, right? You take off the
drumstick and you take a bite of the drumstick,
Okay. Eventually you get the whole turkey done.
Ie'll probably get dry before you de, unless you have
an incredibly pood refrigerator and a very small
turkey, but that i owtside the scope of this lecture.

So we've taken the drumstick off the turkey—
the turkey being the scene. We've taken a bite off
the drumstick, the bite being the specific beat of
earliness.

50 let us posic the identity of the second bear
We don't have to follow the protagonist around,
do we? What's the next question we have to ask?
What's the next beat?

Exactly so. What's the next beat? Now, we have
something we can compare this next beat to, dan’t
wie?

The first beat,

Something else, which will help us to fizure out
what it's going to be. What is it?

The scene?

The abjective of the scene: exactly, The question the
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answer to which will unerringly guide us is, “whar's
the abjective of the scene?”

Respect.

Ta win the respect af the inorrucior is the overall ob-
jective of the scene. That being the case, if we know
the first thing is to arrive early, what might be a
secand thing? A positive and essential second beat,
having arrived early. In order to do what...?

To earn the respect of the instructor.

Yes. So what might one do? Or another way to ask
it is why did he armive early? We know w0 win the
respect af che instructor is the superohjective,

He might get cut the instructor's book and brush
up on the instructor’s methodology.

MNo. That's too abstract. You're on too high a level
of abstraction. The first beat is carliness. So on the
same level of abstraction, what might be the second
heat? He was early in order to do what?

Prepare.

Perhaps in seder 1o prepare. Anyone else?

MNow, don't we have to deal with the locked door?
He has an obstacle: the door is locked; he has to
respond to that obstacle.

Forget about the protagonist. You have to know
what the protsponist wants because that’s what the
film is about. But you dan’t have to take a picture
of it. Hitchcock denigrated American films, saying
they were all “pictures of peaple talking™—as, in-
deed, most of them are.
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You tell the story, Don't let the protagonist tell
the story. You tell the story; you direct it. We don't
have 1o follow the protagonist around. We don't
have to establish his “character.” We don't need 1o
have anybody's "back story.” All we have to do is
create an essay, just like a n_nnEﬂ_w:EJ.“ the subject
of this particular documentary being to win the respect
of The first essay is on earliness; what's the second
thing?

Could it be o waic?

To wait? What's the difference between e wait and
] ﬁ.ﬂﬁ?ﬂ.ﬂv

The protagonist is more active.

In which?

The second.

In terms of what?

In terms of his action. It's stronger to have the actor
do sormething,

Il tell you a better test. To prepare is more active
in terms of this particular superobjective. It's more
active in terms of to win the respect,

This class is about one thing; learning to ask the
question “what's it about?” The film is not about a
guy- It's about to win the respect of The beat is not
about a guy coming in. It's about earliness. Now that
we've taken care of earliness, let's say the next beat
is 1o prepare. Tell the idea of o prepare as if you're
telling it to somebody in a bar.

5o this guy was sitting on a bench waiting, waiting,
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just waiting. And he pulled out of his briefease a
book written by the professor.

MNow, how do you shoot that? How do you know
it's a book written by the professor?

We could have the name of the professor on the
door, and in the same shot see the name on the
bk

But we don't know that he’s preparing for the class,
You don't have to put in all this literary narma-
tion—see how narration weakens the flm? You
do have to know the beat is about preparing. It's
a very important distinction. We don't have o
knaw it's prepering for the class. That's going to take
care of itsell We do have to know it's preparing.
The boat has to look like a boat—the keel does
not.

We don't need waiting, Waiting is trying to reit-
erate. We've already got earliness. We took care of
that. All we have to do now is preparing. Listen to
yourselves when you describe these shats. When
you use the words “just,” “kind of,” and “sort of™
you're diluting the story. The shats shouldn't be
just, kind of, or sort of anything. They should be
straightlorward, as straightforward as the first three
shots in the movie.

He starts to comb his hair, straighten his te.
Dioes this fall under the heading of preparing?

1t's like grooming.

Preparing could be preparing phpsically or it could
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be preparing for the subject matter at hand—te win
the respect of.

Which is going to be mare specific to the scenc?
What s going to be more specific to the overall
superobjective, to win the respect of the insructer? Tao
make oneself maore attractive, or to prepare?

He pulls aut his notebook, reads through it very
fast, then thinks, ne, then he goes back and looks
at a certain page,

Mow, this falls afoul of one of the precepts we have
heen E.mn:_a___._m. which is; tell the story in curs. We're
going 1o adopt this as our motto. .

Obviously there are some times when you are
going to need to follow the protagonist around for
a bit; but only when that is the best way to tell the
story; which, if we are dedicated in the happy ap-
plication of these eriteria, we will find is very seldam
the case. See, while we have the luxury of time,
here in class or at home making up the storyboard,
we have the capacity to tell the story the best way.
We can then go on the set and film it.

When we're on the set, we don't have this hoxury.
Then we have to follow the protagonist sround, and
we'd better have ourselves a Steadicam. *

“The Seeacdicam Is no mare capable of aiding in the creation of & pood maovie
than the computer is in the writing of a good revel—bosh are libor.saving
devices, which simplify and o make more attractive the mindless s
of a creative endeavor,
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So what we're trying to do is find two or more
shots the juxtapasition of which will give us the
iddea of preparing.

How about: this guy has a three-ring binder. And
he takes a livile piece of white cardboard and rips
off the perforated edges, folds them in half, puts
them into the little plastic tabs that divide the pages
in the three-ring binder,

This is an interesting idea. Let's say it in shots: he
takes his notebook, he takes out a piece af paper,
which is one of those little tabs. We cut to the
insert (a tight shot on his hands). He's writing some-
thing on the tab. He sticks the piece of paper in
the plastic thing. Mow we cut back out tathe master
{the main shat of the scene). He closes the notebook.
T

idea of preparing? 1'llask you ancther question: which

is all uninflected, isn't it? Does this give us the

is more interesting—if we read what he's writing
an the tab or if we don't read what he's writing?
If we don't.

Exactly so. It's much mare interesting if we don't
read what he's writing. Because if we read what
he's writing, then the sneaky purpose of the scene
becomes o narrate, doesn't it? It becomes to tell the
audience where we are. If we don't have any H__._.»rw.
purpase in the scene, then all that beat has to be
about is preparation. What's the effect of this on the

audicnce?
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It arouses their curiosity.

Exactly sa, and it also wins their respect and thanks,
because we have treated them with respect, and have
not exposed them to the unessential. We want to
know what he's writing. It's abvious that he was
early. 1t's obwvious that he is preparing. We want to
know: carly for what preparing for what? Mow
we've put the audience in the same position as the
protagonist. He's anxious to do un_E_E____._m and we're
anxious for him to do something, right? So we're
telling the story very well. It's a pood idea. I have
another idea, but | think yours is better.

My idea is that he shoots his cuffs and that he

“looks down at his cuff, and we cut to an insert and

we see the shirt has sl got the tag on it. S0 he
rips the tag off. Mo, | think yours is better, because
it goes more to the idea of Ppreparedness. Mine was
kind of cute, but yours has much more to do with
preparedness. If you have the time, as we do now,
You compare your idea ta the objective, and as the
goad ._u__.:_Eo_dr_..a we are, as followers of the ways
of bath the Pen and the Sword, we choose the s.w.q.
that is closer to the abjective, n_._mnwi_nm that s._.:._..._._
is merely cute or interesting; and eerrataly _n:«nmn.n_.:.h
that which has a .__u.“_......m.._ personal _._._np_"_:._h., for us,
If you're out on the set, and yeu don't have any
leisure at all, you may choose something simply

because it's a cute idea. Like mine about the cuffs—
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in your imagination you can always go home with
the pretuiest pirl at the party, but at the party some-
times that is not true.

Now let’s go on to the third beat. What's the
third beat? How do we answer that question?

STUDENT: (o back to the main objective, w0 win the respect of
the instrucrar.

MAMET:  Absolutely. Mow: let’s approach this differently.
What's a bad idea for the third beat?

STUDENT:  Waiting

MAMET:  Waiting is a bad idea for the third beat.

STUDENT:  Preparing is a bad idea for the third beat,

MAMET: Yes, because we already did it, [¢'s like climbing the

stairs. We don't want to climb a stair we've already
climbed. So preparing again is a bad idea. Why play
the same beat twice? Ger on with i Everyhody
always says the way to make any movie better is
burn the first reel, and it’s true, All of us have this
experience almost every time we go to the maovies.
Twenty minutes in, we say, “why, they should have
started the movie here.” Get on with it, for the love
of Mike. Get into- the scene late, pet out of the
scene early, tell the story in the cut. It's important
to remember that it i not the dramatist’s task to
create confrontation or chaos but, rather, to create
arder. Starr with the disordering cvent, and let the
beat be about the attempt to restore order,

We're given the situation: this fellow wants such
and se—he has an objective. That's enough chaos
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for you right there. He has an ohjective, He wants
ta win the respect of his tescher. This fellow locke some-
thing. He's going to go cut and get it.

Entropy is a logical progression toward the sim-
plest, the maost ordered state. Se is drama* The
entropy, the drama, continues until & disordered
state has been brought to rest, Things have been
disordered, and they must come back to rest,

The disorder is not vehement in this case, it's
fairly simple: someone wants a guy's respect. We
don't have to worry about creating a problem. We
make a better movie if we worry about restoring
order. Because if we worry about creating problems,
our protagonist’s going to do things that are inter-
esting. We don't want him te do that. We want
him to do things that are logieal.

What's the next step? What's the next beat going
to be about? We're talking in terms of our particular
progression. The first beat being ta arrive sarly. The
second onc being preparation, 1o prepare. And the
third one being? (Always thinking in terms of the
superobjective of the movie, which is s goin the
reipect of. That's your test. That's the litmus tese: 1
goin the respect ofl)

To introduce himself?

*1 know the dictionary defines entropy as & progression toward the mast
disardered state—but an this point, 1 take isue with that mase excellent

baok,
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Mayhap the beat i about greering. Yes, what do we
call that kind of preeting?

Acknowledpment . .. 7

Ingratiation . . . 7

To ingratiate, to pay homage to, to acknowledge,
to greet, to make contact, Which, of all these, is
most specific to the superobjective w gain the respect
of?

| think hemage.

All right, then. Let's make up a little photo essay
about hemage here. The deeper you can think, the
better it's going to be. Deeper in the sense of writing
means “what would it be like to me? Mot “how
might anyone pay homage?” but “what does the
idea of homage mean to me#” That's what makes
art different from decoration.

What would be real homage?

The professor arrives, and our guy goes to shake
his hand.

Olkeay, But this is like the watch, isn't it? Earliness—
watch. Homage—handshake, There's nothing wrong
with it, but let’s think a little bit deeper, because
we might as well, now that we have the luscury of
e,

What would be a lovely way to show homape, a
way that really means something to you? Because if
you want it to mean something 1o the audience, it
should mean something to you, They are like you—
they are human beings: if it don't mean something
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Lo paw, it ain't poing to mean something to shem.
The movie is a dream. The movie should be fike a
dream. 5o if we start thinking in terms of dreams
instead of in terms of television, what might we say?
We're geing to have a little photo esay, a litde
documentary about hamage.

When you say a dream, you mean it doesn't have
to be believable in the sense that someone would
actually de it in real life?

No, I mean . . . [ don't know how far we can stretch
this theary, but let's find out, let's stretch it oll it
breaks. At the end of Places in the Hearr, Robert
Benton put a sequence that is one of the strongest
things in an American movie in a long time, [t's the
sequence where we see everyone whe was killed in
the film is now alive apain. He's created something
that is like a dream in this. He is juxtaposing scenes
that are discontinwous, and that justaposition gives
us a third idea, The first scene being everyone's dead,
The second scene being everyone’s alive. The juxta.
pasition creates the idea of o grear wish, and the
audience says, “oh my God, why can't things be
that wayi" That's like a dream. Like when Coctean
has the hands coming out of the wall, It's better
than fallowing the pratagonist arcund, isn't it?

In House of Games, when the two Euys are mwru:m
about a gun in the doorway and we cut away 1o a
shat of the sidekick, the professor character, _S.r_am
on, then you hear the gunshot. That's pretty good
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mm_._._a.mw_:_m. It wasn't great m__._.__.ﬂur._:m_ maybe, but
it was a lot better than television, Right? It gives us
the idea, They're fighting; you cut to the guy looking.
The idea is what's going to happen and we con't do
anything ahaut ir,

It conveys the idea of helplessness, which is what
the beat is about. The protagonist is helpless: we
get it without following her around. We put the
protagonist in the same position as the audience—
through the cue—~by making the viewer create the
idea himself, in his own mind, a5 Fisenstein told us.
How about if the student presents something to the
professor? Some kind of special present. Or he bows
when the guy comes in, and offers him a chairf
No, you're trying to tell it in the shee. We want to
tell it in the cut. How about this—the first shot is
at the level of feet, a tracking shot of a pair of feet
walking. And the second shot is a close-up of the
protagonist, seated, and he turns his head quickly.
What does the juxtaposition of the two things give
us?
Artival,
And?
Recognition.
Yeah; it's not quite hamage, it's attentiveness ar ar-
teation. At least, it's two shots creating a third idea.
The first shot has 1o contain the idea of where the
feet are, The feet are a little bit distant, right? With
the idea that the feet are distant and the fellow hears
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them anyway, what does the juxtaposition of these
two things give usi

Awarencss.

Awareners; perhaps not homage, but awareness or great
attention, which mipht just sneak up on homage,
What about if we had the long shot of the feet
coming down the corridor and then a shot of our
guy standing up? It shows a little bit more homage,
in that he's standing up.

Especially if he were to stand up in a humble way.
He doesn't have to do it in a humble way. All we
have to show is him standing up. He doesn’t have
to stand up any way at all; all he has to do is stand
up. The juxtapasition of that and the shot of the
other guy far off gives the idea of homage.

How about when the puy stands up he bows his
head?

It doesn't really tell any mare, And it's more in-
flected, which is to say worse for the purpose of
filmmaking. The more we “inflact” ar “load™ the
shot, the less powerful the cut &s poing to be. Anyene
else

A shot over the protagonist with 2 notebook, He
looks up, stands up, and runs out of the shot. A
shot of our hallway and the door in the hallway,
which has a glass window 1o it Protagonist runs
into the shot and opens the door just as a man walks
in the other direction,

Yes. Good. 1 see you like that. Twa questions we
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might ask ourselves—one question is dees thae comuey
the idea of homage? and the other is do ! ke ir? If *
you ask the second question, you say, well, heck, |
don't know if [ like it or not. Am [ 2 fellow with
good taste? Yes. Does this have as much good taste
in it as | think I have in myself? Gosh, | don’t know,
I'm lost.

The question you do want to ask & does it convey
the idea of homage? I it does convey the idea of
r.n_::_.wn_ then go on to the next step: do | Dike it?
There is the inner ability Stanislavsky called the
“judge of yoursell,” which one might characterize
a5 3 certain amount of artistic pood taste. That's
going to function anyway because we all have good
taste. It's the nature of the human being to please.
We all want to please one another, Nobody doesn't
want that. There's no one who docsn't want to
succeed. What we're trying to do is make our sub-
conscious work for us by making that task at which
we can succeed very simple and very technical so
we don't have to throw ourselves on the mercy of
either our pood taste or the cinema-going public.

We want to have some test that allows us to
know when cur job is done without relying on aur
good taste. That test here is does it convey the idea of
hemage? Feet way off, man stands up. [ think it does,
Let’s po on to the next beat, What's the next beat
after hamage? What's the first question we want to
ask?
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What's the superobjective?

Good. What's the answer?

To win the respece of the professar.,

50 after showing homage, what's the next beat?
To impres.

It's a tad general. It also rather reiterates the su-
perabjective. To impres, to win respect. They are too
similar. One part at a time. The boat has to Jook
like a boat; the sail doesn't have to look like a boat.
Make each part do its job, and the original purpose
of the totality will be achieved—as if by mapic.
Make the beats serve the scene, and the scene will
be done; make the scenes, in the same way, the
r:.._m..:m blocks of the film, and the flm will bes
done. Don’t make the beat do the service of the
whole, don’t try to reiterate the play in the scene.
It's like “would anyone like a cup of coffee because
P Irish,” right? It's how most acting is dane today.
“I'm o glad to see you today because, as you'll find
out later, I'm a mass murderer” Anyone? The next
beaty

Te gain acknowledgment?

That’s also rather general,

Ta __o_“qu.“.

You can't get more gencral than that,

Ta show affection?

Ta gain respect by showing affection? Maybe; what else?
To shaw self-confidence?

Be ..._..._ﬂEs_h. See, these things you suggest really
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could come at more o less any point, and they will
betray us into a circularity more appropriate to the
epic than to the dramatic form, Bur what will be
the next essential thing to come after showing homage?

STUDENT:  To How your awn ham?

MAMET:  Would you do that to gain someone's respect?

STUDRENT: Mo,

MAMET:  You can ask yourself the question thusly: what

would [ like to do in the best of all possible worlds
te earn someone’s respect? It's a question of what
you H_.m_ﬂ do in your wildest imapination, not what
you might do because you are bound by the seric-
tures of palite hehavior. We don't want cur mavies
ta be bound by that. We'd like our movies to be
greatly expressive of our fantasy life.

There's another question we probably need to
ask at this point. We might ask ourselves when are
we paing b2 be done? so we will know when the movie
is done. We could go on trying to gain respect in-
n_h_.__._.mon_u... S0 we need a cap. Without a cap, the
essential problem of the throughline, which is w
gain reipect, veally can lead into a never-ending spiral,
which is capped only by our good taste. So perhaps
we need a throughline with a more positive, that is
to say a more definite eml than re gain respect.

For example, geeting a rewerd. Reward being a sim-
ple and physically identifisble sign of respect. On
this level of abstraction, the reward could be, for
example, what?
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It could be that he wants the teacher to do him a
favor,

Oleay; p_._u.f_u..n__w. else?

He wants the teacher to give him a job,

Yes; anything else?

The teacher gives him a pat on the back,

That's not as specific as the first two, & it7 | ake
it that you're speaking rhetorically, In which case
the pat on che back is similar w0 gain bis respect in this:
it is deficient in that it lacks a cap or an objective,
s0 that one is unsure when one is finished, It's going
to make our task a lot easier if we always know
bath where we're going and when we're finished. [f the
job is the objective, then when that jab is given or
when that job is absolutely denied, the scene will
be over.

Or perhaps we could say the reward the student
requires is this: he wants the teacher o change a
grade. Then, when the teacher changes the prade,
the scene will be aver; or if the teacher categorically
refuses to change the grade and no hope is left, then
the scene would be over. So we could say that the
throughline of the scene in that case is @ get o
retraction. Then thar’s what everything in the scene
wauld be about.

What's the first thing that's done £ get a refraction?
T shavw up early, right? What's the second thing? To
prepare. The third beat is 1o pay homage. 1t%s going
to be 2 Jot easier to find out what the fourth beat
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is for 1o get a rerraction than e gain his respect, because
now we have a specific test for knowing when the
movie will be over; we know where we have 1o end
up, and we can find a beat that will lead us o that
end. Does anybody know what a MacGufin is?
It's Hitchcock's phrase for a litde invented device
that will carry the action.

Yes. In a melodrama—Hitcheock's movies are mel-
odramatic thrillers—a MacGuifin is that thing shich
the hero is chaving. The secret documents . . . the great
seal of the republic of blah-blah-blah . . . the delivery
of the secret message . .. We, the audience, never
really know what it is. You are never teld more
specifically than “it’s the secret documents,”

{’._“_..w. shiould you ber We'll Bl in for ourselves,
uneonsciously, those secret documents which are
important Lo us

In The Uses of Enchantmen:, Bruno Bettelheim says
of fairy tales the same thing Alfred Hitcheock said
about thrillers: that the less the hero of the play is
inflected, identified, and characterized, the more we
will endow him with our own internal meaning—
the more we will idensify with him—which & to say
the more we will be assured that we are that hero.

“The hero rode up on a white horse.” You don't
say “a short hero rode up on a white harse,” because
if the listener isn't short he isn't going to identify
with that hero. You den't say “a tall hero rode up
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on a white horse,” because if the listener isn't tall,
he won't identify with the hero. You say “a hero,”
and the audience subconsciously realize they are that
hera,

The MacGulhin is that thing which is important 1o
ur—that most essential thing. The audience will
supply it, each member for himself

Just so in the objective ro ger o rerrocvion. It's
perhaps not necessary to know at this peint a re-
traction of what.

The actor doesn’t have to know it. A retraction
of a grade, a retraction of 3 statement, a retraction
of a reprimand, It's a MacGuffin at this point, The
less the objective is inflected, the better off we, the
audience, are. The less the hero is described to us,
the better off we are.

Step four, anybady? We know where we're going,
and we know who's going with us. We know wha
we love, but the devil knows who we'll marry. e

get a resraction. Tally-ho, then, me hearties. ‘

You have to adk for the retraction.,

Good. Now, wasn't that 3 breath of fresh air? The
inviporating infusion of fresh air that this direct and
blunt beat brings into this discussion is the same
breath of fresh air that it will bring into the Alm.
MNow we have: to show up early, to prepare, 1 pay
homage, and o ask for as the four beats of the story
I3 get @ retraction.
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sTupewT:  Don't you think showing up early and preparing are
the same as paying homage?

MAMET:  You are saying that these may be subsumed under
the larger beat o pay homage? 1 don't know. | have
a question about te prepare. which we may come
back to. Now you see that the process we're going
through here is re-forming the large to better un-
derstand the small, and re-forming the small to
better understand the large (working from the su-
perobjective to the heats, and reworking from the
beats to the superobjective, et cetera), until we come
up with a design that seems to fulfill all of our
requirements. Then we'll put that design into action
and we will shoot it*

Mow, we may find, as | found a litle bit in my
first movie and to a greater extent in my second,
that after we've shot it we have to refine it further—
which phenomenon scientists call the Jesus Factor,

*The process we are golng thraugh in this room is the exploration of the
dymamic between the mament and the ofjectiee. It & this dynamic that, in this
discassion, in film, in the theater, gives both the moment and the entirety
strength—in the beautiful drama, cach moment serves the purpose of the
supernhjective, and each moment is beawtiful in itseld. If the moment only
serves the superobjective, we have plodding narative pseudodrama, good
valy for object-lesson or “mesage” plays. IF the moment anly stands for
itself, we have anly seli-indulgent ar “performance” art. The effort that the
dramatic artist spends in analysiz frees bath him and the andsence o enjoy
the play. If this time is nat spent, the theater becomes the mast dreadful
of marriage beds, in which ane party whimpers “love me,” and the cther

pouts “convince me"
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a technical term meaning “it works carrectly on
paper but for some reason doesn't work when we
get it on its feet.”

That happens sometimes. All you can do then is
try to learn from it. The answer is always there.
Sometimes it requires more wisdom than we possess
at that instant—but the answer is always there.
Sometimes the answer is: “I'm not smart _.._._n__._m_..
to figure it out yet," and we must remember that
the man said, “A poem is never finished —only
abandoned.™

All right, enough lovemaking. We got our three
beats and looked at the throughline and said, “per-
haps this throughline is not very good.” We re-
formed the throughline away from ro gain respect and
decided that it was o ger @ retraction, Now we can
lock back at the beats, and we may say that perhaps
preparing is out of order. Perhaps paying homage is
what that beat is about. T don't know. Let’s forge
on 3 little bit and see if the fourth step gives us
some more clues.

Do we have to decide what the end resule is?
You mean does the hero get the retraction? Who's
interested to know if he gets the retraction or not?
Anyane?

I'd want to know, because then we can do sormething
with the response of the teacher to the homage.
Does the teacher know why the guy's there? [s he

suspicious of—
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Mo, no, na, —Emﬂ the teacher; let's stick with the
protagonist. We stick with the protagonist, and that
will tell us the story. Because the story is his story.
We're here not to create disorder but to create
order. What's the inherent disorder? “The other
guy has sornething 1 want.” What does the other
guy have? The power to issue a retractbon. When
is the story over? When the hero gets it. The disorder
is inherent in the story. What we're trying to do is
create order. When the hero either gets a retraction
or finds that he cannot have a retraction, erder will
be restored. The story will be over, and there will
be no further reason to be interested. Up to that
point, what we're trying to do is bring about that
blessed state of bliss in which there is no story. For
as Mr. Trollope told us, “they are mast happy who
have no story to tell.”

Let's go on. Let's be jolly, jolly scientists and take
one step at a time, The next step we've suggested
is o atk for. What are some alternatives?
ir 1___nn5_ hiz caze
To plead his case, Mow, as you see, we're x:wnﬂzj.w
two stories of two different lengths. Why? To plead
his case 15 eventually going to have to contain w ask,
right? And this is what determines the length of the
healthy story—it is determined by the least number
of steps absolutely essential to secure the hero's
aobjective. Who likes which beat better—io ask jor

ON DIRECTING FILM i1

STUDENT:
MAMET:

MAMET:

or to plead his case? On what basis can we determine
which iz better for the story?

On the basis of why he's asking for the retraction?
Mo, We don't care why. It's a MacGuffin he's asking
for, Because he needs it.

But we don't know anything about it.

I den't think we need 10, Anybody think we need
tof What you're talking about is what the Mliterate
call the “back story.” You don't need it. Remember
that the model of the drama is the dirty joke. This
joke bepins: 4 traveling salesman stops at a farmer's
deor™—it does nor begin: *“Who would think that
the two most disparate occupations of apriculture
and salesmanship would one day he indissolubly
united in our oral literagure? Agriculture, that mest
solitary of pursuits, engendering the qualities of self-
reliance and reflection; and salesmanship, in
which . .." Daes the protagonist have to cxplain
why he wants a retraction? To whom is he going
to explain it? To the audicnce? Does that help him
get it No. He must only do those things that help
him get a retraction, All he has to do is et a retraction.
The guy says to the girl, “That's a lovely dress"—
he does not say, "I haven't been laid in six weeks "
Mow, the question is: an whar basis can we decide
which is better in this beat—tg plead his case or w
ask? My feeling is 1o plead hir care is better. Why?
Because I'm having a good time and I'd like the
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story to go on a little bit longer. 1 don't think |

have any better basis than that, and 1 think that

that’s all right. But I'd better check, because | know
that | have a capacity for self-delusion. 5o the ques-
tion 1 ask myself is, “does it run afoul of any of the
rules we've discussed to use 1o Plead his case rather
than ro ask at this point?” [ check my rules, and my
answer is Mo, so I'll choose the one | like,

Since Enmn_mzm is more inflected, isn't that an attempt
to be more interesting?

I don’t think so; and | den’t think it's either more
o less inflected. | think it's just different. 1 think
it's a choice, You could say 1o plead his case; you
could say to present his case. By the way, we didn't
say these beats had to be uninflected. We said that
the shes had to be uninflected. Paying homage tmay
or may not have certain inherent psycholagical over-
tones. We talked about o plead, 10 ask, o plead his
case, t0 present his case. Fach of these is going to eall
up associations in the actor, It is these personal,
immediate associations, by the way, that both induce
the actor to act and keep him in line with the
intentions of the author. Thir is what brings the
actor to the play—not these gyrations of emeotional
sclf-abuse that hack teachers have fobbed off as
preparation,

How about 1o bargain, or 1o bribe?

What about these ideas, in terms of the structure
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Let’s talk about to hargain, because that's 2 little bit
simpler.

The problem is that we started with a different
throughline. Bargaining wouldn't work with gaming
respect, but it might be a way to get a setracrion
This is a problem you're going to run into a lot in
dramatic structure. Because if you are creating it,
either creating a film of your own or taking some-
one’s film and trying to find the inherent dramatic
structure in it, no angel is going to come down to
you and say, “this is the throughline.” What's going
to happen is esactly this process of wondering and
revising—to work every time either to create or to
discern a throughline,

We've decided now that ra ger o retraction i the
throughline of the scene. We are on to the heat
following to prepare. Perhaps this next beat is
present the care. So this is now aur new beat. What
a relief to get on to this new beat. What self-respect
we must feel for taking upon ourselves the onus of
this task 50 as to save the audience the trouble. 7o
present the cose,

Crar task new is to find a series of uninflected
shots that will give us this idea: o presene the caze.
The student wants to present the case to the teacher.
Mow, where are we going to find a clue? We have
four heats. We're waorking an the fourth beat, What
is poing to be our clue to the answer of the shots?
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W.._.._._._..,:....z_...r

MAMET:
STULENT:

Some helpful hint we might find to the answer of
presenting the cote.

How we prepared?

Exactly so. The previous beat will provide a clue,
It was to prepare. The beat that we thought, in terms
of the new throughline, might possibly be dorky
may, in effect, offer us quite a hint. 5o let's go hack
and Jook at our shot list for o prepare. It would be
nice for the sake of cleanliness if we knew whether
there was something we were wasting in there, Some
extra step, which weakened o prepare but might
strengthen o present the cose Like Indians of yore,
we want to use all parts of the buffalo.

The shot where he opens the notebook, has the
little strip with the cardboard things, rips them,
writes on one, puts it in the tab holder,

Good. Mow, what are the shots for present the
rase}

The presentation of the notebook in some way,
What are the actual shots? A puy comes into a room,
a guy in the reom approaches the desk. Our criterian
is that a juxtaposition of shots will give us the idea
we require in this instance, o present the case. We
have to know what we're taking a picture of.
Start with a shot of a desk with nothing on it and
the notebock is pushed in.

What's the next shot?

The reaction from the teacher. Either approval or

disapproval.
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Mo. All this beat has to be about is presenting che
caie. We don't need the teacher’s reaction here.

If the first shot were a presentation of the book and
the second shot the teacher _u_u#_b.m devwn, wouldn't
the juxtaposition of those two shots present the case
to him?

Maybe the first shot is the empty desk and a book
is placed into it, and the second shot is the teacher
at the desk locks down at the hook and he also
looks up, and we cut to a shot of the student. I
think we need the student there because he presenis
the case

But couldn't we recognize the notebook from scene
two? We know it's the same student we saw pre-
paring, so we don't need a shot of him.

The book is identification enough?

Yeah; we know it's the student's book, The book
stands for the student.

Very good. OF course, you're right. I got caught up
in the idea of following the protagenist arcuned.
Good. Now, this brings us to the application of the
principle of the throughline to the plastic elements
of production.

What music is playing? What time of day or night
is itf What do the costumes and the sets look like?
At one point you mentioned semeone reading a
magazine. You say a magazine: whar magazine? I'm
not overstating the case; because somebody makes
these decisions, and that person is called the direc-
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tor. The prop person is going to say, “what should
the notebook look like? and what are vou, the
director, going to say? First off, what is the untu”
tored person going to say? “Golly, the scene is about
to get a retraction, s6 what kind of notebock does a
person who wants to get a retraction carry?” IF this
seems dorky, if this seems overstated to you, look
at American movies. Because that's the way all
American movies are made. “Hi, how are you today
because | just got back from Vietnam.” In Holly-
wood, 3 committee of thugs wants to make sure
that each word, mament, shot, prop, sound, et cet-
era, in a movie will stand for and, in effect, advertise
the film. This committes is called “producers,” and
they are to the arts what the ducking stool was to
jurisprudence. *

What answer do we give to the prop person wha
says “what’s the notebook look like?” What are you

going to say?

*Matral, creative exuberance and self-confidence are wonderful things in
an artist. They are inhibited from growing into arrogance not through the
content but because of the process of education. Even the minimally sericas
artist & humbled constantly by the sereaming demands of craft.

Thase whn style themselves “producers” have not had the benefit of any
such education, amd their arrogance knoows no hounids, They are like the
white slove owners of old, sisting an their porches with their cooling drinls
and going on about the inherent laeiness of the Negro race. The “producer,”
having never had 3 run-in with the demands of a craft, sees all ideas s
basically equal and his own as first amang them, for no ressan other ‘than
that he has thought of it. This notion & casier w fathom if one thinks
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STUDENT:  Dioesn't it depend on what the abjective is or
isn't?

MAMET: Mo, because you can’t make a “retraction notebock”
any more than you can act what room you just came
out n__.lﬁ—xu;_wr there are, to their shame, schools
of acting that purport to teach such. What should
the notebook look like—this “retracton note-
boak'?

STUDENT:  Put a label on the cover?

MAMET:  The audience won't read it Its like a sign. The
audicnce doesn't want to read a sign; they want to
watch & motion picture, in which the story s ad-
vanced through the cut.

STUDENT: ~ They don't have to read it [t's a black folder, white
label, looks like a book repart.

MAMET:  Why should it Jook like a book repert? | mean, it's
not a bad idea thar it should look like 2 book report,
but why is it a good idea that it look like a beok
report? Prop person says, “what does it loak like”

back 1o the period of early adolescence and t9, pechaps, the critique of an
English reacher whe said of our effors: *1 don't understand™ ar “It is un-
clear, of which correction ane thought: “The old foal .. . knaw what 1
meant."”

I have a great deal of pride and, | tippase, a larpe admixture of arropant
pride. 1, in my generally losing contest with these self-styled “prodiscers,”
many titmes corscle mysell by thinking that after society falls apart, [ will
be able to eke out at least my meals and sheler by putting on plays thar
may make people laugh; but that these “producers” would have 1o wait
until 1 and theose like me went to wark before they coald eat,

Yes, that i how | see “producers™ They are “let me take that cow 1
the fair for you, son"
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What's the correct answer? What does it do? What
does the report do?

STUDENT: It presents the case,

MAMET: Right. Now, what's the shot list for presenting the
casel

sTupentT:  The open book on the desk,

MAMET: ‘What's the next shot?

STUDENT:  The face of the teacher.

MAMET:  What is not the next shot? The face of the student,
right? 5o, therefore, how does the book lock?

STUDENT:  Prepared,

MAMET: Mo, you can't make the book look prepared. You
can make it look near. That might be nice, but that's
not the most impaortant thing for your answer to
the prop person.* Think about the shot list and the
objective to present the case. To make it prepared, to
make it neat, to make it convineing, the audience
ain’t poing to notice. What are they poing to notice?

STUDENT:  That it's the same book they've seen already.

MAMET:  So what's your answer to the prop person?

STUDENT:  Make it recognizable.

MAMET: Exactly sol Good! You'se got to b able 1o recognize ir.
That is the most important thing about this repart.
This is hew you use the principle of throughline to

*The audience will accept anything they have not been given a reason w
dishelieve. S0 the report must look, minimally, neat, for if it did not, the
asudience might question the sincerity of the hero's desire. The neatness of
the repart is an amiseptic rather than a creacive consideration,
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answer questions about the set and to answer ques-
tions about the costumes. The book in general is not
important. What's impartant is what it does in the
scene. The most blatamt thing it does in the scene
is present the cose, Since we aren’t going to see a shot
of the student, it's got to preent the case for him.
That shot of the uninflected book has 1o present
the ease, Since we know that it has to be uninflected,
the answer cannot be “it's a prepared book.™ The
answer cannot be Yit's a contrite book. ™ The answer
must be Mit's got to be the same book we saw in
shat two."" In choosing the bock, you are telling the
audience that thing without which they cannot anderstand
the movie, In this case, it's the essential element of
the shot. Thar without which the beat mill nov survive is
that it's the same notebook as in the previous beat,
It is essential to the telling of the story.

Every time you make a choice as a directar, it
must be based on whether the thing in question is
essential 1o telling the story. If we don't nesd the
shot of the student, then we'd better be jolly, jolly
sure that they understand tha it's the same beok.

The audience is only going 1o look at the most
overriding thing in the frame. You must take charge
af and direct their attention. It's also the principle
of magic: What is the single important thing? Make
it casy for them to see it, and you're doing your
job. You dan’t have to make it a book about getting

Jour reteaceion. You do have to make it the same
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STUDENT:
MAMET:

STUDENT:

MAMET:

STUDEMNT:

MAMET:
STUDENT:

MAMET:
STUDENT:

netebook. So our beats are o thow up _w_u_.__._.... 1o prepare,
te pay homage, to present the case. What were the shots
for to show up early?
He arrives and tries the doorknob.
MNo. | hepe you don’t think I'm being picayune, but
it’s very useful to think of the film in exactly the
same way the audience is going to perceive the flm.
What they're going to see in the first shot is o mas
walking down the hall. What are the shots?
Man walks down hall, shot of a hand on a doorknoh,
same man &its down on a bench.
Perfect. Now, why did all those Olyrapic skaters
fall down? The only answer | know is that they
hadn't practiced enough. Practice with these toals
until you find them boring, then practice some mare.
Here is a tool—choose your shots, beats, scencs,
objectives, and afwaps refer to them by the names
you chose.

What are the shots for 1o prepare?
Man takes the notebook out, rips cut a tab, writes
something down an a tab, puts the tab in the plastic
thing, clases the tab.
Good. To pay ._"__u_.;_u_q.n.-
Shot of the man looking and getting up out of the
frame, A shot of the man running to a glass door.
He opens the door, a man walks through.
Good. Mext beat?
To present the care. An empty desk. The notebook
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MAMET;

STUDENT:
MAMET:
STUDENT:
MAMET:

STUDENT:

MAMET:
STUDENT:

MAMET;
STUDENT:
MAMET:
STUDENT:
MAMET:

put on the desk, and a shot of the man sitting at
the desk, looking down at it.

Good. Let's finish it now. How do we reach a
conclusion?

The teacher could start considering the book
What is the beat we are trying to dramatize here?
Jidgment

Oleay, the idea is judgment. Considerarion is a different
way of saying it. But the teacher considering the
book doesn't really have any weight of montage
behind it. It's basically expositary. A guy picks up
evidence and loaks at it and makes up his own mind.
Maor goad storytelling, 25 Aristotle told us. The char-
acter shouldn't “just get the idea.”

Why is the next beat judgmen:, if all the way through,
the beats are about the student and the teacher?
Den't you want to follow the course of the student
and not the teacher?

What's your idea?

I saw the beat as taking @ mand. He's presented the
case, and you cut to him m_u:&_._._.m there, and he’s
not going to take no for an answer, And ¥our cut
back ta the teacher looking up at the kid.

What are some other ideas for the next heat?
Receipt of the reeraction.

Yeah, that's an idea.

To be denied,

That's nat really the beat; that's the resule That's
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MAMET:
STUDENT:
MAMET:

STUDENT:
MAMET:

the end of some ather beat, The student/pratagonist
has 1o be working toward completion,

At this [roint in the SLOCY, YOU are going to expect
the response of the professor. The next logical beat
after presenting the case is judgment, judging the coe.
When that beat is over, he has or hasn't potten the
retraction. We don't have to fallow the student to
complete the throughline, do we?

Me

But it's the kid's job to get a retraction.

Yes, it is. But it doesn’t have to be a picture of the
kid. We want to know what happens nest in terms
of the throughline, not in terms of what the pro-
tagonist docs. What was our last shot in the last
beat?

The professor looking down at the book.

The professor’s leoking down. Cut to a shot of a
bunch of kids in the doorway. A new kid comes,
and they all look over to ane side or another, We
cut to their point of view of the empty classroom
with the kid sitting there and the professor looking
at him. To get to the ide of judgment. Now we're
ready for the resolution. We sec the professor in a
lang shat, he opens the book, he looks down to his
right, we cut to the desk drawer, we see him open
the desk drawer and he takes out a stamp pad. You
se him stamp the book, And you cut to a shot of
the kid, who is smiling, and he picks up the book,
and we cut to a shot of the kid's hand .n_n_u_.um the

STUDENT:
MAMET;
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book, and then from the back of the classroom you
see the kid go to his seat and the professor stand
and call the rest of the class, and they go in, and
they sit down. All right?

What if he didn't gee the recraction?

I don't know, It's our first movie, Let's make it a
happy ending, what the hell, And now we're done,
and that was excellant work.
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