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reject and invent your own. In thar case they belong in Column 1 4
of Chart 3 (page 207). For now I suggest that you circle them with 22

a question mark.

§) Directions that give ug an image.

For example, the feather which escapes Forrests fingers and
floats up into the air during the opening credits of “Forrest Gump.” &
This image was described in the original scripr, and even if it had S8
never ended up in the completed movie, it would have been circled as
an image of the script; and a potential clue to the themes of the

movie. It should also be listed in Column 6 of Chart 2.

&) Directions that describe an emotional event.

That is, an event with plot consequences (e, “He searches
through the pile of clothes until he finds a gun”; “They kiss.") These

need to be left in, after you cross out any descriptive words (£.g., “He

searches desperarely through the pile...”). You should translate any _'
psychologizing explanations (“He cannot look away™} into emotional 2
events (“He does not look away™). Once you have edited and trans- |

lated the descriprion into an event, highlight it. Make sure you are

not confusing essental information about the emotional events of the 3

script with oprional stage business; optional stage business may be
highlighted but should have a question mark next to it. An important
reason for crossing out superfluous stage directions and questioning

optional ones i so that you can locate and highlight the necessary
anes — the ones that tell you an emotional event which is nor 388

revealed by any dialogue.

After you do this, you'll be left with very sparse, circled or high- &
lighted stage directions, and some question marks. The circled 8
images, facts, and objects will have been entered on the proper charts, 3
Highlighted material will contain clues to the physical and emotional 3

life of the characters.
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(U OR: Medhed Weene fod, 1956

Below is the opening scene from the play “When You Comin’
B\ Back, Red Ryder?” hy Mark Medoff. Before you read on, you might
want to look at the scene and do your own circling and crossing out,

ANGEL
Good mornin’, Stephen.

& (Stephen does not look at her, but glances at the clock
& and makes a strained sucking scund through his teath —
F' a habit he has throughout — and flips the newspaper
" back up to his fase. Unperturbed, Angel proceeds behind
F the counter.)

I'm sorry I'm late. My mom and me, our
daily fight was a little off scheduls today

1 (Btaphen loudly shuffiss the paper, sucks his testh.)

I said I'm sorry, Stephen. God. I'm only
six minutas lata.

S8TEFPHEN
Only six minutes, huh? I got six minutes
to just hang around this joint when my
ghift's up, right? This is really the lkinda
dump I'm gonna hang around in my spare

time, aln't it?

ANGEL
Stephen, that's & paper cup you got
your coffee in.

:_ {Stephen is entrenched behind his newspaper.}

BTEFHEN
Clark can afford it, belleve me.

ANGEL
That's not the point, Stephen.

STEFHEN

Oh no? You're gonna tell me the polnt
though, right? Hold it, lemme get a pencll.
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ANGEL
The point 1s that I you're drinkin' your
coffee hare, you're supposed to use a glass
cup, and if it's to go, you're supposed to det
charged fifteen instead of ten and ya get
one of those five cent paper cups to take it
with you. That's the point, SBtaphen.

STEFHEN
Yeah, well I'm takin' it with mea, so where's
the problem?
(Btephen has taken ths last cigarstte from & pack, slipped
the coupon into his shirt pockst and crumpled the pacik.
He basketball shoots It across the service area.)

ANGEL

Btephen.
(8he retrieves the pack and beging her morning routine:
filling salt and pepper shakers, the sugar dispensers, get-
ting cut place mass, and cleaning up the mess Stephen
evidently lsaves for her each morning. Stephen reaches
over and undernsath the counter and pulls up a half
empty carton of Raleighs and slides out a fresh pack. Ha
returns the carton and slaps the new pack down on the
eeunter, )

What're ya gonna get with your cigaretts

ooupons, Stephen?
{Stephen reads his paper, smokes, sips his coffee.)

Stephan?
(Btephen lowers the newspaper.)

STEFHEN
How many times [ gotta tell ya to don’t call
me Btephen.
ANGEL

I don't like callin’ ya Hed. It's stupid —
callin somebody with brown hair Red.
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STEPHEN
It's my name, ain't it7 I don't like
Btephen. I like Hed. When I was & kid [
had red hair.

ANGEL
Eut ya don't now. Now ya got brown hair,

STEPHEN
(exaaparated)
But then I did, and than's when counts.

ANGEL
Who says then's when ocounts?

8TEFHEN
The perscn that's doin' the countin'l
Namely yours truly! I don't ocall you
Caroline or Madge, do 17

ANGEL
Because those aren't my name. My name’s
Angel, 80 —

STEPHEN
Yeah, well va don't look like no angel to
me.

ANGEL
I can't help that, Stephen. At least I was
named my name at birth, Nobody asked
me if I minded bein' named Angel, but at
least —

STEFHEN 3
You could change it, couldn’t ya?
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ANGEL
What for? To what?

BTEFHEN
(Thinking & moment,
setting her up}

To Mabel.
ANGEL
How come Mabel?
BTEFHEN
Yaah. . Mabel
ANGEL

How coma? You liks Mabel?

STEFHEN
I hata Mabel.
(Stephen stares at her, sucks his teeth.}

ANGEL
Look, Stephen, if you're in such & big
hurry to get outta hers, how come you're
Just sittin’ around clsaning your taath?

STEFHEN

Hey, look, I'll be gone in a minute. I mean
if it's too much to ask If I have a cigaretta
and a cup a coffes in peace, for chrissake,
just say so. A perscn's supposed to unwind
for two minutes & day, in case you an't
read the latast medical report. If it's too
much to ask to just lemma sit here 1o
peace for two minutes, then say so. I
wouldn’t wanna take up a stool somebody
was waitin' for or anything.

{looking around him.)
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Christ, will ¥a look at the waitin® lina to
get on this stool.

ANGEL
{pauaa)
Did you notice what's playin' at the filma?

STEFHEN
Buncha crap, whudduya think?

ANGEL
{paussa)
I saw va cirdle somethin' in the gift book
the other mornin'.

STEFHEN
What gift book?

ANGEL
The Ralsigh coupon gift book.

STEPHEN
Hey — com'aere.
(angel advances cloge to him. He snatches the pencil from
pehind her ear and draws & cirole on the newspaper.)
Therse. Now I just drew a circle on the
newspaper. That mean I'm gonna get me

that car?
ANGEL
Come on, Stephen, tell me. What're ya
gonna get?
ATEPHEN

Christ, whudduyou cars what I'm gonna get?
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ANGEL
God, Stephen, I'm not the FBI or somebody.
What are you so upset about? Just tall me
what you're gonna get.

ETEFHEN
(mumbling irascibly.)
Back pagi.
ANGEL
What?
STEFHEN
Whuddya, got home friss in your ears?
ANGHL
Just that T dide’t hear what you said is all.
STEFHEN
Back. Pack.
ANGEL

Who's gettin® a back pack?

STEFHEN
The guy down the enda the counter.
Chingado the Chicano. He's hitahin® to
Guatamala.

ANGEL
You'ra gettin’ & back pack? How come?

STEFHEN
‘E?Il}.;ldﬂn pecple usually get & back pack
T

ANGEL
Va gonne go campin’.
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STEPHEN
No I ain't gonnae go campin'. I'm gonnd g0
gettin' the hell outta this lousy little town
is where I'm gonna go campin'.

ANGEL
When? I mean..when?

BETEFHEN
When? Just as soon a8 I get somethin’
taken care of.

ANGEL
When will that ba?

STEPHEN
When will that be? When I gat it taken
eare of — when d'ya think? Lemme have
& donut,

ANGEL
({getting him a donuk)
Where ya gonna go?

STEPHEN

Where am I gonna go? I'm gonna go
hitehin' that way (pointing left) or I'm
gonna go hitehin' that way (pointing right)
and when I get to some place that don't
gtill smalla Turdville here I'm gonna get
me a decant job and I'm gonna make me
goma bread.

{Hs picks up the donuk

and bites info 160
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ANGEL
Rye or whole wheat, Stephen?

STEFHEN
This {g somse donut. I think they glued the
crumbe together with Elmer's.

ANGEL
Hye or whole wheat, Stephen?

ETEFHEN
(with his mouth full}
Eslisve me, that ain't funng

ANGEL
Don’t talk with your mouth full.

BTEFHEN
Christ, my coffes’s cold. How d’ya lke
that?

(He looks at her. She pours him a fresh oup of coffes in &

g mug. Bha sets it down by him. He looks ab it a minute,
ther pours the coffee from the mug into his paper ocup.)
1 told ya, I'm lesvin’ In less'n two minutes.

ANGEL
That's right, I forgot.

STEFHEN
Yeah, yeah.

ANGEL
You better lat your hair grow and get some
different clothes if you're gomna hitch
somewhere, Stephen. You're outta style.
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Nobody's gonna plek up & boy dressed likes
you with his hair like yours. And with a
tattoo on his arm that says “Born Dead.”
Feople wear tattoos now that say “Love”
and “Peace” Stephen, not “Born Dead.”

STEFHEN
Love and peacs my Aunt Fanny's tubt!
And who says I want them to pick me, for
chrissake? ¥You think I'm dyin’' for & cass
a the clap, or what? I got & coupla hun-
dred truck drivers come through herae in
the middle of the night that said they'd all
gimme & ride anytime anywhere they was
goin'. You think I'm gonna lower mysell Lo
ride with those other morons — you're
outta your mind,

ANGEL
Two hundred truck drivers? Uh-uh, I'm
sorry, I have to call you on that one,
Stephen. If It waan't for Lyle's station and
his motel, Lyle'd be cur only customer.

STEFHEN
You know, right? Cause you're hers all
night while I'm home sacked out on my
rear, 80 you know how many truck drivers
gtill stop in hers, now ain't that right?

ANGEL
In the thres weeks sinoe the bypass
openad, Stephen, you know exactly how
many customera you had in the nights?
You wanna know exactly how many,
Ataphan?
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STEFHEN
WMo Christ, I don't wanna know how many.
I wanna have two minutes of peace to read
my damn newspaper — if that's not askin’
too much! Is that askin' too much? If it
18, just say the word and T’ get the hell
outta here and go to the goddamn cemetery
oI S0mewhers.

Mow here is what [ would do:

Om the first two pages [ would circle “newspaper,” “cigarene” and
“coupon” as personal objects of Stephen’. Since they are also men-
tioned in the dialogue they are mandatory personal objects for him
In fact they could be circled in the dialogue rather than the stage
directions, You may notice that the author didn'’t write a stage direc-
tion “He is drinking coffee out of a paper cop.” There is no need for
it, because the information is in the dialogue, In order to create a
script that was easy and pleasurable to read, the suthor made decisions
to leave out a stage direction about the coffee cup and purin the stage
directions regarding the newspaper and cigarettes. In order to adepe
the script to the stage or screen, we need to cannibalize the stage
directions for clues, not read them for insoruenons. 5o 1 am crossing
out the rest of the stage directions referring o Angel’s entrance and
Stephen’s reaction o it

Soon the writer mentions some objects (salt and pepper shakers,
sugar dispensers, place mats, cleaning supplies) which are potental £

personal objects for Angel. We might have inferred them anyway,
since they are not unesual to a diner. They are not referred o in the
dialogue, so they are not mandatory. I'm crossing them out but high-

lighting, with a question mark, some stage business involving Angels.
work-related activites and Stephen discarding his empty cigarete !

pack for a fresh one. 1 am rempted 1o cross these instructions out,
because I like to find my own blocking and business in rehearsal, bur,
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to be conservative, Il highlight this idea with 2 question mark, to oy

F in rehearsal. On the other hand, the directions “Stephen reads his

paper, smokes, sips his coffee” and “Stephen lowers the newspaper”
F'm going to cross out. They seem to indicace inner life.

Right after the “T hate Mabel” line, I'll highlight *sucks his teeth”
with a question mark, since it provokes Angel’s next line, “..how
come you're just sitin’ around here cleaning your teeth?” Although
he doesn't really have to be sucking his reeth; if he were using a
toothpick thar would also justfy the line. T would want to make sure
in rehearsal that the actor playing Stephen can suck his teeth credibly
before committing to the teeth-sucking business. (If a star is playing
the role, there probably won't have been an audition in which to find
this out.) At this point, Ill go back to the beginning and highlight
“sucks his teeth” there oo,

About halfway through, “He snatches the pencil from behind her
ear.” 1 would probably highlight that with a question mark, This bit
of stage business may have been written by the author but is just as
likely to have been taken from the first producton of the play
Whether it was thought up by the author or the first director of the
piece, you are free to steal i, but you are also free to come up with a
different bit of business of your own. As the director, I'm not sure I'd
use it, but T might want to at least try it (among other ideas) in
rehearsal. All other neighboring stage directions (“exasperared,”
“mumbling irascibly,” eec.) are resules, so I cross them out.

When we get to the donut business, I'm going to highlight the
word “donut,” but I'm definitely going to cross out “getdng him a
donut,” *He picks up the donut and bites into it,” and “with his
mouth full.” Why? They are redundant; the clues to these activiries
are already in the dialogue. They are therefore mandatory. But |
want to take them off the page, so I allow a donut to enter the scene
almost like another character. In rehearsal we will work out the ways
that this new character changes the relatonship of the characters
already there,
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I'm going to highlighe the business of her pouring the coffee inta 8
a mug, and him pouring it back into his paper cup. Some activity is 7
needed to justify his line, *I told ya, 'm leavin' in less’n two min- 53
ures.” Also I like it. | definitely want to try this idea in rehearsal. 58
But I i mot mearvied ro e, If it should happen not to work, 1'll find 588

something else.

Now the only stage directions lefe should be either circled or -

highlighted; the circled ones have also been entered on one of the
charts, Even though I have crossed out everything I haven't circled
or highlighted, this does not mean thar the writer should not have pu
it in. There are writers whose stage directons are insightful and
useful, and the ones in this scene are not bad.  But there are also ter-
rific writers who write with minimal stage directons: Chekhoy,
Pinter, Horton Foote.  Shakespearean texts have zero directions,
except for the odd “Exeunt”; in Shakespeare’s plays all physical
movement and business must be inferred and deduced from the dia-
logue, Ar the other end of the spectrum there are great writers who
lay on the unplayable stage directons with a trowel — Fugene
O'Neill, for one.

It’s okay for writers to put such directions in for the convenience
of the producers. In fact, producers usually judge the writing by the
stage directions as much as by the dizlogue, So remember that the
best-written, most evocative stage directions use verbs, facts, images,
events, and physical tsks instead of adjectives and explanations
whenever possible (for example, “She takes off her glasses and rubs
her eyes,” instead of “tredly”). Buronce a script has a green light and
has heen mrned over to the director and designers and actors, the
writer must send his characters our into the world the way a parent
sends out the children when they torn eighreen. You must cust that
they have learnad good values; you have to believe that you have
dang all you can.

The important thing for directors is to recognize the necessary

stage directions (emotional events, personal objects and thematc
images) and either cross out or question everything else. Even the
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directions T am sugpesting that you as directars leave in are not nec-
essarily useful to actors. Many, many actors routinely cross out alf
stage directions, to give themselves freedom to create their charae-
ters’ emotional lives from scrarch.

During & Skim [ may glance at the stage directions, But onee |
have edited them, T forget about them for a while and wrn my atten-
tion to the dialogue.

FirsT IMPRESSIONS — CHART 1

Heading out loud is a good way 1o access first impressions. You
make friends with the words. You may or may not wish to be alone
when you read out loud. Read slowly in full voice. Don't whisper or
mumble. Den't rush. Don't try to *be" the characters bur don't
censor yourself. Don't listen to yourselE Enjoy the words, Feel
them in your mouth. Don’t read the stage directions {even the ones
that you have creled or highlighted).

If you are relaxed and open, there are two benefits you may get
from reading out loud. You may get new ideas — or questions,
(Juestions are berter yet. In any case, you might want 1o jot them
down briefly, because if you are doing this properly — that is, if you
are in the moment — you might not remember them later.
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SONING™ THE CHARACTERS

[
=
EEP The second benefit of reading aloud s that this can hegin the
hat E E process of owning the characters. Just as each actor must "own” his
E Gl awn character, the director must own each of the characters, sepa-
™ rately. At this point you have not yet begun figuring out what the

words mean. You are allowing them to find breath and voice in your
own body, You are heginning to take them off the page.

PARAPHRASING

5
THREE

POSSIBLE

MEANINGS

Then you can start putting their lines into your own words. Does
this sound a bit radical? T don't know. This idea is based on a very
effective exercise [ use in my classes. | ask the student to say the lines
of a monologue she has learned, Then [ ask her to tell me what is
going on in the speech, what she understands about the character
from it, starting with the words “This is a character who...™ T1ell her
that her paraphrase can be any length: it can be much longer than the
speech or much shorter; it can go far afield; in effecr, she can say
anything that pops into her head. Afrer this I cell her to do the same
thing again — again putting the speech in her own words, allowing
her impulses to take her wherever they po — only changing the pro-
noun from “she” to “1" when she speaks of the characrer.

OR
EVENTS

L

il
M¥STERIOUS

3
PARAPHBASE

The purpose here is mor rewriting the script, bur “owning” the
characters and accessing your intuiton about them. Ideas often sur-
face that you didn't ever know you had.

Fmst IMPRESSIONS — CHART T

Let's ke one of Stephen’s speeches on page 4

3
EVIDENCE FOR
YOUR [DEas

“Hey, look, I'll be gone in & minuta. I mean
If it's to0 much to ask if I have a cigarette
and a oup a coffes in peace, for chrissake,
Just say so0. A person's supposed to
unwind for two minutes a day, in case you
ain't read the latest medical report. If it's
too muoh to ask to just lemme sit hera In
peaca for two minutes, then say so. I

1
IDEAS/FIRST
IMPRESSHONS
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wouldn't wanna take up a stool somebody
was waltin' for or anything, Christ, will ya
look at the waitin® line to get on this stool”

I have heard students paraphrase it thus: “This is a guy who over- 38

reacts to everything, He'sa control freak. No matter what Angel says
he has to beat her down and ger the last word.”

I'm sure you have recognized this as an unplayable judgment on !

the character; Stephen probably doesn't think of himself as 2 control
freak. When the student rakes the next step and changes the pronoun

to *1,” he experiences a little hit of revelation because he has w say,

“T am a control freak. | can't stand it when anyone gets one up on
me.” Putting it in the first person makes him feel something. Maybe
discomfort. Maybe a pang of recognition.

In fact, when he purs it that way, he may realize that there is 2
lirtde bit of control freak in all of us. Judgments may be sccurate, but
they are not playable. As long as you own them, as long as you admit
that these feelings are ones that we've all had or are capable of, then
you're not judging but empathizing. Empathy is the difference
between saying “This guy is a contral freak — just as | am sometimes
{although I may not like it)," rather than “This guy is 2 control freak
— just like all the people [ can't stand and who make my life miser-
able and who are nothing like me."

Another paraphrase of the same speech might be: "I'm rired. 1
don’t want to be here, but [ don't want o go home either. My life is
not very exciting or very much fun; in fact, smoking cigarerres is one
of my only pleasures. And now my mother has got it into her head
to nag me about my smoking and she won't ler me smoke in the
house ™ This is an example. There could be dorens of ather ways to
paraphrase the speech. Such a paraphrase gives us @ possible subtext
of the speech. Or maybe an idea for a backstory choice (the idea of
the mother forhidding smoking in the house is not anywhere in the
script — I made it up). And itlets us inside the character’s experience
and feelings.

1B
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I think directors during their First Read should do some of this
paraphrasing; not every line of the script necessarily, but as much as
you have time for. Let it be fun — something you ger w do rather
than something you bave to do. You can rake notes: there is a eolumn
{Column 3) an Chart | for this, You needn't feel that you have to take
notes, however; you can let the exercise be an experience, rather than
information.  If it starts to feel boring that means you're doing it
mechanically, so take a break and go on to another scrips analysis twol,
But paraphrasing does get casier and more fun the more you do it

The purpose of the paraphrasing exercise is to get you out of
your head and able to access your inmition. When they do this exer-
cise people often find themselves saying things about the character
that they didn't know they thought. The resources of their subeon-
scious minds are being enlisted in the task of script analysis,

The paraphrasing exercise can be used to genty confront an
actor with his own prejudgments {resistances) to a characrer, or o
unlock a statie interpretation. If you sense a resistance on the part of
the actor, you can ask him, “What do you think of this guy? Do you
like him?® [f he answers with a string of negatives, you can quictly
say, “Say the same thing again, only using the pronoun 1™

“Tr's gusT.. ™ anm T AssumE"

T make a big fuss with my students about the words "Tt’s just..”
I call them the two grestest enemies of an arrist. Instead of *1ts just
a love scene," say “Tt’s a love scenc.” Instead of “He’s just apolo-
gizing to his mother,” say “He's apologizing to his mother.” Do
you see what a big difference that is? A good director inspires the
actors, “She's just waiting for the doctor’s report,” "It's just a con-
frantation berween two friends.” “He's just being sarcastic to the
judge.” You can’t expect to inspire anyone when you minimize such
important events. Our artistic goal is to illuminate human events,
not minimize them. 5

“Ohviously” is another red flag for me. “Stephen is obviously
niot attracted o Angel.” Maybe I'm perverse, but as soon as I hear
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someone say that something in a seript is “obvicus” [ want to con-
sider its opposite. Nothing in a good seript is obvious. Like people,
characters are subtle, arbitrary, fll of contradictdons, and lacking in
self-knowledge. Other uninspiring qualifiers are “hasically,” *poten-
aally,” “sort of,” cec.. Think of yoursell as a person who can commit,
rather than qualify and hedge all your ideas, and then, when a new
idea or information comes in, change your mind.

There are two other words that directors all to frequendy use as the sum
total of their seript analysis: “T asseme.” T assume that Angel lives with her

mather” Don't assume anything. Investigate, Imagine. Choose.
THE TECHNIQUE 0F THREE POSSIBLE

Cine of the best things that can happen on a First Read is that there
will be lines that you den't understand, and that don'’t fit. An unfortu-
nate tendency in Hollywood today is to rewrite such lines, to make
everything fit, without an attempt to find out what they might mean.

Logic can be a serious roadblock to the imagination. In a well-
written script (and remember, for the purposes of script analysis, we
are considering any script you have decided to direcr is a well-written
seript), such non sequiturs and contradictions — even lines that at
first you don’t like — can be gold. They can hold the key to some
insight you have been resisting; that the key was clusive and the
insight hard-won will make its truth all the more powerful,

Anytime you find a line that you don’t like or doesn't make sense,

I suggest that you make a quick list of three things it might possibly -

mean. Dlon't oy to find the right answer bur, rather, without evalu-
ating your ideas, seribble them down.

Ler’s rake Angels line, “Who's gettin’ a back pack?" Why does she
say this [other than to set up the joke of Stephen’ next line)? She just

asked him what he was getting fram the coupon book. Why doesn't |

she seem o understand that "back pack” is the answer to her question?

Oleay, three possible answers. 1) Maybe she has some association
with back packs that 15 so different from her assodations with
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Stephen that for a moment she can't connect the two. For instance,
mayhe she has o sister who is a Girl Scout leader and was talking
about back packs for her troup yesterday; hearing the term jolts her
mind back to that conversaton and it takes a moment to allow “hack
pack” to be part of this conversation. 2) Maybe as soon as she hears
the words “back pack™ she associates it with Stephen’ departure,
which perhaps he has spoken of on other occasions. Mayhe the
image of him leaving is too painful to process quickly. 3) Maybe she
engaged in some physical — or mental — activity that requires a lot
of concentration. Mayhe she is scrubbing the coffee machine, Or
perhaps she is totaling the receiprs from yesterday or making up the
orders for the vendors who will make deliveries today.

Mow, [ didn't particularly concern myself with making sense but
rather with trying to find three ideas that were different from each
other. I'm looking for something — anything — to ger myself
started, so I can feel that [ am coming up with ideas — any ideas —
rather than listlessly staring at the paper. IF I write them down
withaut evaluating them, I may access my deeper resources. What
I'm mying to do is not find the right answer, but turn myself on.

I find the “Technique of Three Possible™ most useful when I
come across hackneyed “movie-sounding” phrases, like *You just
don't get it, do your" or “You're sorry?  All you can say is you're
sorryi” These are words that people almost never really say in real
life but which show up in mavies a lot, Such lines require special
attention to finding some truth, some subtext, to keep them from
sounding clichéd and actorish.

If you open yourself to the idea that any line might have more
than one meaning, you won't lose your equilibrium when an actor
doesn't relate to something in the script that you have found com-
pelling or beautful or funny, and you won't panic when the actor
interprets it differently. Then, too, you can use the “Technigue of
Three Possible” with actors who are resisting a line, 1o ger them
mrned on. When they say, “This doesn't make sense to me,” you can
ask, “Well, what could it possibly mean3”
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Tre Reanry (Facr) Benmo THE WorDs

Another way to understand mysterious lines is to look for the fact
ar event that they refer 1o, This goes for lines that you like as well as
for lines chat bother you, Lines that you like can be especially dan-
gerous; you might fall in love with their wit or poetry and forget to
lnok for the reality behind them. (This is one of the pitfalls of per-
forming Shakespearc) You have to approach such lines not by
lnoking for the most effective way to say them and thus display their
beauty, hut by loaking for the reality behind them,

For the “Farrest Gump” scene in which Forrest calls the fron desk
10y complain about the noisy Watergate burglars, the director in script
analysis (and the actor in performance) must put their concentration
not on how funny the scene is going to be but on some reality behind
it — for instance, that Forrest is a light sleeper.

More READING IDEAS

At some point you might ory reading aloud the lines of one char-
scter at 2 time. For this technique, you don't even read silently the
warids of the other characters or any stge directions, and you don't
try to make sense of the scenes. You read all his or her lines one afier
the other, slowly, in full voice. Something may come to you. Perhaps
you may want to read the seript with another person. Daon't oy to act
the roles or the scenes, Instead, look at each other as much as pos-
sible, swirching around roles from scene to scene. O (this is my
favorite) read the whole seript aloud 1o another person. Don't read
the charscter names or any stage dircctions, even circled or high-
lighted anes,

Finally, I want to strongly encourage you to reread the seript
(silently or aloud) as often as you can throughaou script analysis, pre-
production and rehearsal, Each time pretend it is the first ime. Free
your mind of the ideas you are coming up with (you have notes so you
don't have to remember them), 5o you can retern to the beginners
mind that characterizes the First Read, You may be surprised at the
ideas and questions that will come to you
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TuE IMMUTABLES: FACTS AND IMAGES: CHART 2

I call the facts and images of the seript immutable because they
are not subject o interpretation; they are in the script,. They are a
wonderful place o start for these reasons:

1} You don't have to be creative 1o come up with them.
It’s something you ean do when you're not “in the mood" and
find yourself staring ar the page and don't know where to
sart.

2} They are the skeleton of the scripe, its infrasmucture.
You need to know them in order to feel confident that you
know and understand the seripr.

3} They are magic keys into the subwarld. Whenever
you get stuck creatively you can rerurn to them, ask a few
questions, and your creative juices can be renewed.

4) Both are great ways to give direction. The facts of a
script are its situation, its imaginative given circumstances —
a good jumping-off place for actors, The images are an excel-
lent tool for shaping and deepening performances,

5} They can help you avoid arguments with actors. [fan
actor brings in an interpretation of the seripe that dues not
encompass the facrts and images, you can point them out, and
they are there in black and white; this is especially useful o
keep actars from judging or sentimentalizing characters, You
can say, “Yes, bur what about the fact thac...2" This approach
can help keep your egos out of the discussion.

Sometimes an actor brings in an interpretation that is supported

by the facts and images, but is different from yours, When this hap-

pens you should listen with an open mind to the actor’s ideas; they
may tarn out to be as valid as yours, or they may even he berter. It
you can tell the difference between this situation and the sinmation
{above) in which the actor's ideas are not suppaorted by the seoipt, you
will be much betrer prepared for discussion and rehearsal, E
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FAcTs AND EVIDENCE

Facts are very powerful for actors — the magic "as if" The actor
greates 4 set of simple circumstances, allows himself believe them,

and then functons as if he were in those circumstances, For the pur-

; pases of this exercise we will reat the scene from "When You Comin’

Back, Red Ryder?" as if it were a complete seript. If we were makin
¥ B B

.' this mavie, planning a rehearsal of this scene, we would of course
& cxamine the full seript for faces. Working on one scene as if it is a full
©  script is an exercise to teach you seript analysis techniques which in

the resl world would be applied to a whole seript.

Some facts will be clear; others we will deduce. We're not going

B (0 insist that the writer spell everything out; instead we'll look for

evidence and follow clues. But we're not going to pretend o have

" any facts that we don't acmally have. We're not going to make

assumptions, judgments, or jump to conclusions; we're going o stick
to facts. This is derective work. In a way we'll use some of the rules
of court. For instance, hearsay is not admissible; just because s char-
acter says something is true, we won't automatically call iva fact. We
will look for circumstantal evidence to back it up,

“Facts” are events that have happened or circumstances thar are
ue before the scene starts — the character’s simmadon. “Events" are
things that happen in the scene, but once they have happened they
become facts. For instance, Stephen eats a donor; that’s an event in

-_.: this scene. For the scene following this one, “Stephen has had break-
B fact” would be a fact.

Sometimes students suggest as a fact for this scene, "Angel likes
Stephen.” Thars not a fact. P'm not saying that the role couldn’t be
played with that choice, bur anything that has o do with a character’s
seate of mind is not & fact. It is a choice or interpretation.

Often, the first thing students say when I ask them for the facts

of this scene is, “Stephen wants to leave.” This is not a fact either.
Besides describing a state of mind, this statement is contradicted by
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the fact that he keeps siting there. So it belongs under Column 4,
“Disputes, Contradictions, lssues.”

Don't forget — characters, like people, don't always tell the
truth. They don't always know the truth. They remember things

incomplerely or inaccurately. They may not admit the truth to them-
selves, and, of course, sometimes they lie,

A good place to start in establishing some facts in the "Red

Ryder” scene is the characters' reladonship. T'll propase this state- E

ment for our list of facts: Stephen and Angel work at the rame diner
Soumerimes students call me on this one. They say that if they cross
out all the stage directions it’s not certain that they hoth work there;
it could be thar Stephen works there; Angel conld be a friend, girl-
friend, or even sister picking Stephen up after his shift. Okay, ler’
back up a step and look at the evidence.

There is early evidence (Column 2) that Stephen works there (his

line, “I gor six minutes to just hang around this joint when my shifs 8

up, right?”). There also is evidence that she works there too: She
knows sbout the rules of the place (how much ro ger charged if you
drink from & paper cup); she brings him donut and coffes; her line
“If it wasn't for Lyle’s stadon and his matel, Lyle'd be our only cus-
tomer” includes the proprietary "our,” On the other hand, if it is a
small diner in 2 small town and she is known as his seeady girlfriend,
she might he familiar enoogh with the place 1o know the rules and 1o
pour a cup of coffes if the waitress was not there, or even to call the
place “our” place. The line in which she asks him what is playing at
the flms could be seen as evidence that they are friends or
boyfriend/girlfriend.

The stronger evidence that she does work there is her final line,
“Iiy the three weeks since the by-pass opened, Stephen, you know
exactly how many customers you had in the nights? You wanna know
exactly how many, Stephen?” The way 1 understand this line is by
looking for the event behind it. First of all I recall what [ know about
small diners (1 used to work in onc). At the end of each shift, the
order tickets were collected and put in numerical order and stacked

194

ACRIFT AMALY AL

neatly so that the next morning the manager could go through them
and compare them to the cash register torals. Angel’s shift (if we end
up proving that Angel does work there) follows Stephen’s. Sa if she
does work there, she is in a position, each morning, o count
Stephen’s tickets; maybe it’s even her job o do so. Unpacking the
Fact behind this line (also called “justifying” the line), and finding that
it jells with earlier evidence pointing to the likelihood that she does
work there, confirms that deduction,

Propesed fact: Angel is late for ber shift.

Perhaps we can accept this hearsay of Angel’ because Stephen
deesn’t contradict it. 1 think we can be sure that she is no more than
six mintes lare; if it was more than six minutes, it seems likely that
Stephen would comment (Whadya mean, six? Itk eight minures!).
Some questions (Column 3) arise in my mind: Has she ever heen late
before? Is it habirpal? Ts this the first time?

Maybe she’s not scrually late. When [ was waimessing, the other
waitresses used ta habitually arrive a half hour early for their shift if
they arrived exactly on ime, they considered themselves late, as did the
waitresses they were relieving! If I were directing this scene [ might
want to suggest this litde adjustment to the actress, to give her another
layer. (See Column 6 of Chart 3, “Imaginative Choices,” page 207.)

My idea for this adjnstment arose from information 1 happen to
have because of my experience waitressing in a diner. Ifyou are unfa-
miliar with the customs and raditions of diner employees, you mighe
need o do some Research (Column 5b).

Propared fact: Angrl has @ daily relationsbip with her mother.

The line “My mom and me, our daily fight was a linde off
schedule today® is strong evidence, although not acrual proof, that
they live together (they could live separately but speak on the phone
every morning). Her calling it a “daily fight” daes not actually mean
they Rght every day, but it might feef like it's every day. Her mother,
if asked, might claim that she and her daughter never fight!
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Is this a fact? “Stepiben doem 't wamt Angel to call bm Stepben.” Mo, All
we can say as 1 fact is that there has been at least one conversation
between the two of them on the subject of his name, Even though he
says, “How many tmes | gotta tell va...," it still may have been only onee;
for some people, twice is o many times to discuss certain subjects.

We can't even include as a fact that ﬂn:p-hl:n. wis called “Red” 35
a kid. Even il he claimed it was tue, we wouldn't be able o aceept it
as fact. Intcrestngly, when we reread the scene carcfully (scripe
research, Column 52), we find he doesn’t acrually say thar, Whar he
gays is that when he was a kid he had red hair. OF course we can'’t be
sure that this is rue either. There s no evidence for it since now his
hair is brown, as even he admits. All we can say as a fact is that he says
that he had red hair as a kid, and that on at least one occasion pre-
vious to this scene he has made a request that Angel call him *Red.”

Another way of putting this would be to list it as an “issue” under
Column 4. His name is an issue berween them. Other issues might
be her lateness, if we make the choice thar i is habital; or the rules
of the diner, e.g., the paper cup rule.

Actually, as soon as | wrote thar, | considered its opposite; maybe
the paper cup is not a standing issue between them. Maybe it the
first time this partcular issue has come up. Maybe he always uses the
prohibited paper cup, but usnally she indulges his lapses, wday she
doesn't. (r maybe he usually uses the ceramic cup and this morning
has deaded to make this licde rebellion. I'm not trying 1o talk you
mito any of these ideas. The point is that they are idear — chodcer —
not facts, (At first glance they seem like weaker choices, but you
never know, Sometimes an apparently less plausible choice can give
a performance a mystery, an edge. It mighe be something you conld
whisper to the actor in between takes to freshen things up.)

QUESTIONS
Questions are perhaps the most important product of scripe

analysis, even though you are not going to rewrite the script so all

196

Lt

SCHIFT Axalysls

questions are answered. Make a big list of them. If a character says,
*Why are you shouting?” instead of assuming thar the second char-

£ aceer is shouting, ask questions: [s the other guy shouting? Or does

the first guy have a low threshold? Could it be thar what actually

~ bathers him is the content of what the second guy said?

To me an important queston of the scene is raised by Stephen’s
line “...as soon as | get something taken care of.™ Characters can lie,

§ sohe might be bullshitting — there might be nothing he has w rake

care of. He might have no reason except his own immaobility for
staying in this town instead of leaving, But 1 don't want 1w stop my
script analysis here, because dis thinking 15 likely 1o lead me o
generalities and judgment abour Stephen.

What 1s the thing he has to rake care of? It may be that as soon
as the thing he is referring to gets “raken care of” there will be
another thing to take care of, but even so, it is something specific,
With whom does he live? Does he live with his parents? Could there
be abuse or alcohaolism in the family? s it possible that he has ro fix
his mother’ life before he can leave?

If you find yoursell jumping to a conclusion, | want you to put it
in the form of a question. If, for instance, you find yoursell saying,
“Obviously this has happened many omes before,” turn it nght
around and ask, *Has this happened before?” Thart’s always a good
qm:srinn in any case. Une question you should aJw&:.-'zi ask is, "Whart

in this scene 5 happening for the first ome?”

Anytme there 15 more than one possible explananon for some-
thing, it is not a fact. It may seem bewildering at first to open up so
many possibilities. You may feel, *l thought | knew whar 1 was doing
and now [ have nothing to hang onto.” There are two purposes
this seemingly chaotic approach. Omne 15 to bring our story imagina-
tons m life. Allowing ourselves to “daydream” around the facis of
the scripe gives us the opportunity to ler the marerial tell us what it is
about. The other purpose is to prepare ourselves to make choices. In
order to make choices, you need 1 field from which to choose; oth-
erwise, it's not a choice, its an assumption. As you ger used to this
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technique you will find it cleaner, and more liberating than psychol- 38

ogizing, explaining, or gossiping about the charscters.

I often hear directors describe characrers in terms of what they .
are not, “Stephen is not o good employee.” “Angel probably 5

doesn’t have boyfriends.” As soon 25 T hear starements like thar, [ 3

turn them into questions: Is Stephen good ar his job?  Does Angel 3

have boyfriends? If Stephen is not good at his job, what is he good -
at? If he is not interested in his work, what is he interested in? 73
What sexual experience has Angel had? (A good question to ask 5

about any character,)

Sometimes | hear people say about characters, *She doesn't have
much of a sense of humor,” or *He isn’t very smart.” A character who
is what society calls “slow" is not trying to be slow, so an actor who 3
tries to show us intellecmal slowness is condescending to the char- 3

acter and playing a result {sociery’s judgment of him). What such

persan (character) is usually doing (his objective) is o strugl to kecp 58

uh, An actor should never shew us that a charscrer is “slow,” but
always involve himself with how the character copes with the cards
fate has dealt him.

In any case, everybody s smart about sometbing. There are certain

questions which you should ask about every character, What is this
person smart about? What does this character find funny? Where is
his pain? How does he play? In what way is he an artist? What does
he most fear? Whart profession has he chosen or does he aspire to?
Whom does he look up to? What is the biggest thing that has ever
happened to him? How is the character different at the end of the
story (or scene) from the beginning?

You may occasionally come across 2 character who has no playful
side. This would be very rare, 3 very bold choice. Most of the time an
important way to bring a character to life is to look for 3 serous char-
acter’s sense of humeor, and for the serious side of comic characters.

Always ask, what is the characrer not saying? Whenever s char-

acter breaks off & speech or is cut off by another person, you need:
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- 10 ask yourself, what was she going to say? The langer and more
¢ thoronghly you work on a scripr, the mare such gqoestions will crap
" up, which is good. The things that bother you can bring the most
- creativity, like the grain of sand that becomes a pearl by irritating
. the oyster. Sometimes when I do this kind of work with writer-
E. dircctors, and start opening them o the subworld of the story they

wrote themselves, instead of congratulating themselves on their

b good writing, they want to rewrite the seript, purting in the subtexst!
¢ Don't doit! Don't fix! Don’t bory! Instead, question, daydream,
W spin stories, You will enrich the script with layers of association and
" understanding. And don't forger, the best way to direct actors is by
S asking questions.

RESEARCH
Questions lead to Research:

Script research - Sometimes a question will be answered, and a
fact gleaned, from rereading the seript. Or a new question will be
generated, When we notice, on a reread, thar Stephen does not acm-
ally claim to have been called “Red” when he was 2 kid, the question
arises, “When did he start having the noton of being called ‘Red'?"

External research - Always find out the meaning of a word or
idea you don't understand. I happen to be old enough o remember
Raleigh cigarette coupons, bur if I didn't know what they were, I'd
have to do research.  Anything you don't understand you should
research. 1f you don't know where to start, try the dictionary,

Internal research - By this [ mean internal to yey — your expe-
fences, observations, and understandings. Connect your script
analysis preparation to what you know abont life. For example, when
you are looking for facts, questions, and choices around the issue of
Stephen’s name, you should think about your own childhood. Did
you have a nickname? Did you wish for one? Was there a hero or
storybook character that you identified with and wished you'd been
named after? Did you have a friend with a cool nickname?
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This is the work that novice filmmakers most frequently negleet .
1o do. But it is the work that must be done if you want w make 38
movies of any insight or onginalicy. How can you ask actors for per- 2
sonal investment unless you make a personal investment yoursel? M8
you approach all your preproduction homework technically, thar's the 3
product you will have — a movie techmically proficient, without soul. 288

Two movie-making giants, Federico Fellini and Ingmar Bergman, 2
often made movies thar were frankly autobiographical. But Akira i
Kurosawz, William Wyler, John Huston, John Cassavetes also made %
every one of their movies personal without necessarily choosing auto- 24
biographical scripts.

[t always shocks me when people eritigue Cassaveres solely on the 55
hasis of his filmmaking ryle. What to me stands out about his work 58
i« that first, his Gilms are always abou something, and second, he 758
allows no emorional distance between the sudience and, notably, the 4
main character in *Woman Under the Influence” The prodigious &
gifts of actor Gena Rowlands make this possible, but the raw intimacy :
of the performance could not have been realized filmically withour S5
the personal identification and commitment of the director. 7

I am giving you this simple script analysis rool of internal research 4
into the facts and images of the script to help you begin making this 158
connecton, even if the script seems 1o have no pcrsanal reverberation “3
for you. i

IMAGES AND ASSOCLATIONS

“The other immutable information from the script is its images. o
The next script analysis wol is a way to unpack the treasures folded 38
in the images. It's a kand of free association exercise. Your associa-
tions come from your own memary and experiences, your observa- 5
tions, your imagination, and from research. These associations str =
up and create a soup of unconscious material, and weave a texture of SRR
life around the characters and their simation, 5
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There are two kinds of images that concern us in script analysis:
the writers themaric images and each character’s personal images.
These are different from the “actor’s personal images” or substitu-
tions which T discassed in the Actors’ Choices chapter,

First T'll identify images from the “Red Ryder” scene, listing the
images separately for each character. Angel ralks about the

i “schedule” of her “daily fight” with her mother, and about Stephen's
* “cigarere coupons”;  she uses the ward “stupid”; she mentions

Stephen’s nickname “Red” and her own name, “Angel.” She wlks

y ahourt Seephen “cleaning your teeth,” the *films,” the Raleigh coupon
i “gift book,” “the FBL," and “camping.” She talks about tattoos: ones

that are “out of style,” as well as “tattoos that say Love and Peace.”
She mentions “Lyle,” “customers,” and the “bypass.”

Stephen uses these images: “dump,” “Clark,” “pencil,”

& “problem,” “counts,” “Mabel," “medical report,” “swol,” “crap,”
| “newspaper,” “car,” “back pack” “home frics in your ears”

“Chingado the Chicano," "donut,” “hitchhiking," *Turdville,”
“Elmer’s glue," “cold coffee,” “my Aunt Fanny’s butt,” “the clap,”
“coupls hundred truck drivers,” "marons,” “sacked out on my rear,”

' “cemetery,” and “Born Dead.”

The free association technigue goes something like the riff 1 did
with the image “rain” in the section on Images from the Actors’
Choice chapter. We Hoar around on the image, jorting down what-
ever paps into our heads in response to it, ranging as freely and
widely as possible, without censoring ourselves, not worrying about

& whether anything we come up with is semally useful. Maybe a tny
. amount of what we come up with, say ten percent, will be useful. In
- prder to do 2 meaningful seript analysis, you need o sperd timre on it

Okay. Let’s start with the “schedule” of Angel’s “daily fight” with
her “mom.” “Daily fight schedule” makes me think of daily flight
schedule, airplanes, airports, two-scater planes, hig jets, air trathic
control. *Fight schedule” also makes me think of heavyweighr title
bouts, Muhammed Ali, George Forman, Mike Tyson (rape, prison,
Barbara Walters), and fight gyms; I have never been in a fight gym
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E ‘The image and association exercise calls atrention to what a char-
B cter ralks abour rather than what he says about it or claims o feel
E sbout it. The theory here is that things people talk about are a good
% mdicator of what is really on their minds, what is important 1w them,
 iheir interests and needs — in other words, what is causing them to
£ do the things they do. Itsa peek into the character’s emotional
" sturage banks. It gives us questions and ideas that may lead to choices.

but I imagine them as dark, with low ceilings, cement walls, noises of i
punching bags, grunts, sounds of flesh being struck by boxing gla
Then I think ahour fights without hitting, verbal fights, family fig
Now we're gerting closer. Why did I have to go through “air t
control” and “fight gyms,” which were clearly off the mark of an
thing useful for this scene, before I got to "family fights,” which
apparenty what Angel is talking about?

B It also brings us into the experience that these characters might

¥ be having while they say these words. In life peaple change subjects,
B nake Freudian slips, and forget what they were saying, often withour
8 any reason that they are conscious of Rather, the association they
€ make is subconscious, Angel mentions “rattmos that say Love and
& Peace.” Is this an appealing or an unappealing image to her? How
B does she feel about the hippies? Does she have dreams of going to
& San Francisco with fowers in her hair?

I don't know. I was not censoring myself. I gave my imagina- 3
tion its head: 1 let it lead me, instead of me trying to lead i
Imagination, by its nature, resists the injunction to be *useful.” 1 3
commanid my imagination to go only to useful areas, it probably &
won't do anything; it will sit there like a stick, This is what hap- 3
pens when directors sit staring at the page, unable to get started on g
their seript analysis homework. -

Back to Angel. To call it a “daily fight” which usually follows 2 8
“echedule” makes me think of routine bickering or nagging, perhaps 2
persistently on the same subjects. T have seen affectionate relavion- 88
ships that include bickering or heckling. I have also seen families 58
whose every interaction communicates antipathy and neglect. Which
kind is Angel’s siuation? What do they fight about? Maybe Angel 3
likes ta iron het uniform in the morning and her mother thinks the 78
ironing should be done the night before, (When 1 wasa teenager my
father and 1 once had a fight on this very subject) Maybe Angel 7
serves the toast unbuttered, an act perceived by her mother as brain- 3
less, or even as a gesture of disrespect and rejection. Or maybe Mom 3
insists on smoking at the breakfast table and extinguishing her diga- 3
rettes in her coffee cup, to the disgust of Angel, who doesn’t smoke.

1 When I look at the list T made earlier of Stephen’s images, if 1

¥ jrec-associate and don't censor myself, a few things jump out. Four
€ of his images have associations with excrement: dump, stool, crap,
® Turdville, not to mention “my Aunt Fanny’s bute” and “sacked oat on
¥ my rear.” Two images of death: his tattoo "Bom Dead™ and “ceme-
¥ tery.” (Lam calling “Born Dead” his image even though Angel men-
i tons it because he is the one who wears the tattoo; and since she
B does mention it, 1 deduce that it is visible.)

: Doesn't this say something about him? Do you see hiow it is
" more powerful to invoke his excrement images than to say he has
contempt for the town he lives in? Could his two death images
mean that someone he cares about has died? Or that ideas of suicide
i are in his emotional storage banks? This is where my uncensored
| imagination may pay off. Maybe the “air traffic control” riff off
Angels “daily fight schedule” ledd nowhere, but linking, via free asso-
dation, Stephen’s death and excrement images may actually end up

®  being useful.

How much do these fights hurt? Here Ull do some "intemnal
research.” My own fights with my parents, no matter how infre-
quent or trivial, always hurt me deeply. At first glance, that expeni-
ence seems not at all like that of Angel, who seems 1o trivialize the
fight by referring 1o its “daily schedule.” But what if she only pre-
tends to make light of her simation? What if her pain and loneliness
go very deep? He mentons “the clap” in connection with hitchhiking. Or is the
connection with the “tartoos that say Love and Peace™ Does this
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mean that he believes he can contrace a sexually transmiteed di
from a car seat? Or that he has sexual fantasies about riding witks
carful of hippies? He mentions “medical report” — is anyone in i
family ill? “Chingado the Chicano” — is this a racially derogare

epithet? Could it have some other meaning or association? How

much Spanish does Stephen kmow? Does he have Mexic -
American friends? !

What about the images of the title? When we look at the ritke

we are looking for thematic images, rather than the characters’
sonal images, s we have been doing. “Red Ryder” sounds w

but has no specific associations for me. However, my husband m
me {my external research) that he remembered Red Ryder as 1 ve
famous comic book cowbay hero of his youth, Could "heroism™
out to be a theme of the script? Without the full script we won't

able o make this determination. We can make 2 note that extermad i
research to learn more about the comic book hero Red Ryder is going

to be needed.

We can also investigate (internal research) our own associations
with heroism. It was a thrilling moment for me, watching the 1996
Academy Awards, when a childhood hero of mine, Miep Gies, was &
introduced to the audience by the filmmaker accepting his award for i
the documentary “Anne Frank Remembered.” Even though my &8
notions of what constites hernism may differ from Stephen’s or 8
Angel’s — ot the author’s — 1 allow my associations with heroism o

jumpstart niy connection to the script and its characters,

The image and association exercise can even have practical appli-
catons. “Tattaos that say Love and Peace” gives us a premy good
idea that the script is set in the early seventies. “Donut” conjures up
for me associations around the stale diner donuts T have encountered

in my life: the Plexiglas donut display case, which rocks slightly 3

when you open it, the glaze from a glazed donur smeared against the
inside of the Plexiglas, the sugar stuck to my fingers when T pick onc
up; sugar donuts, jelly donuts, chocolate donuts, crullers; the dif-
ferent sensations of breaking open a stale, dry sugar donut as com-
pared to a fresh jelly donut; dunking, my Uncle Andy, whe used to
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e to dunk, the controversy over whether or not dunking was
oliv=. This donut riff could give me some ideas for activities for the
s to try in rehearsal.

While you are thinking about images, you might take note of the

le, places, and things the characters talke al::uu_r_ that are not prc-
ﬁtlil eﬁn.gel‘s mnldwi Clark, Lyle, and truck drivers; the freeway
the back pack :

B ms&ie Zuupnﬂnuk itself. The actors will need o have substitu-

jons, either personal o I
ﬂfﬂ';ng;. IE\-‘D‘LL make a note of them now, when you get to casting

Stephen has ordered from the Raleigh coupan
r imaginative, for all these off-camera people

u can remember to notce whether the actors, when they speak

¥ these words, arc talking about something real, or merely saying lines.

Once we know the seript’s skeleton — its facts and images — we

can generate some ideas for choices to flesh out the skeleron. This is
b also our opportunity o translate ideas into playable direction. The
. most impartant thing to remember when looking at possible choices

is that we are looking at what might be going on under the lines.

Warch for choices that are toa “on-the-nose,” that come too “dead-

on” the surface meaning of the lines. To become more adept at using

4 opposites, cansider choices that at first you think are wrong.
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