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Dr. Négyffy Richard, barat S6falvay Agoston, kanalfébias
| R ELIS JE2ep
Szdveg, kép A

FEKETEROL ATTUNESSEL A HAJNALI VAROSBA, VAROSI KEPEKEN
¢fM, MELBOURNE VAGY RALEWAY BETUTIPUSU VEKONY, FEHER
BETUKKEL, EZALATT KARLHEINZ STOCKHAUSEN: "KREUZSPIEL" CIMU
MUVENEK ELEJE SzOL, TOTAL EGY HAZROL, ZENEBOL FADEOUT. EGY
SZOBAROL ROVID KEP, ELINDUL A DIALOGUS (TAVOLABBROL)

NAGYFFY [ aeginc S Ao fadcsobaya .

&0 )
ML - itt a szama, hivd fel.

FELKOZELI FOLEG AZ ALLO AGOSTONROL, IDEGESEN BESZEL, SZOBA
SZEGENYES, DE NEM NYOMASZTO, KIS RENDETLENSEG, TEASKANNA,
TROASZTALNAL UL NAGYFFY, SOFALVAY FEL-ALA JARKAL, PAKOL,
RITKAN NEZ BESZELGETOPARTNERERE

AGOSTON
ng - menj a francba a szamaiddal, g
o nem vagyok hﬁlX815iﬂ%/mﬁ?&43426a
NAGYFFY
0O40% - félsz a kanalaktél.
AGOSTON )
o% - anyad fél a kanalaktdél. En nem
o1 félek tdlik, és egész végig csak
azt mondtam, hogy &k sem tdlem.

Ennyi az egész. Te meg Ggy nézel
ram, mintha most jbéttem volna

Lipdtrol.
fost! NAGYFFY
13 (- nyugodj le inkabb. A tead is
kihdl )\ Ha nem hiszed el, hogy jét
20 akarok, nem engedtél volna fel a

lakasodra. Mi lett veled?
Szerintem mar a napfényt sem
lattad hetek o&ta

AGOSTON
20 - kell a fenének. Most pedig
2L hagyjal, ha nem vagy képes hinni
nekem



Agoston teat vesz, kihtGzza az egyik fidkot a szoba masik
//dglgélén4 kihGz egy kést (az evéeszkdztartdbdl hiadnyoznak a

KOZELI AZ ASZTALON LEVS TEWUSKANNAROL ES BOGREKROL

4 analak)és elkezdi kavargatni a tedjat — WJ_(M;-/& é,%
NAGYFEY
27 - talan ha érhetden beszé&lnél,
2 6/% Agoston. Kanalakrél morogni és
iic kvazi bezarkdézni ide nem
magyarazat.
AGOSTON
25-27 - nem ismersz te elég rég 6ta ’&ﬂ'»‘u‘(
ahhoz. o, ) ]
‘ '
NAGYFFY }?'
137 - dltalanos iskola?
AGOSTON
712 ¢

dvoda 6ta utalom a kanalakat.

FLASHBACK SZIN, KISGYEREK ARCA AHOGY KANALS OR\_]’OSSAC’-}GAL/
CSUKAMAJOLAJJAL STB. ETETIK, ELLENKEZIK, JOL LATHATO
ELLENERZES, AGOSTON HANGJA MARAD

Te is tudod, hogy mlndlg/ézzal/'ﬁ.d{qf'w Yo ot 3;«%&4-}8”(, ¢
a szarral etettek. De nem ez az
tonels|me /| €9yetlen gond. Mindig is rossz

podots érzésem volt vellk kapcsolatban.
Szétszdrtam a kanalakat a
a4 kertben, de mésnapra mindig a
. helylGkdn voltak. fTisztdbban, mint
3¢ el8bb! W huelduacLe

JEp——
"ﬁ:”},wmﬁ:‘ i

o
s




_Drx. Nagyffy Rlchard barat Séfalvay Agoston, kanalfoblas
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ELIS JE x4
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5 'f

Szbveq,

NALT VAROSBA VAROSI KEPEKEN

IPUSU VEKONY, EEHER

K SEN: "KREUZSPIEL" cImd
GL\ ZENEBOL FADEOUT. EGY

UM_NDUL A DIALO (TAV

NAGYFFY ; e d. ‘4?""‘"“

SZOBAROL ROVID E
i

 @2_ - Ept-a szama, hivd fel.
FELKOZEL AGOSTONROL, IDEGESEN BESZEL, SZOBA

SZEGENYES, DE NEM NYOMASZTO R1S QENDETLENSEG TEASKANNA,
IROASZTALNAL UL, NAGYFFY, SOFALVAY FEL-ALA JARKAL, PAKOL,
RITKAN NEZ BESZELGETOPARTNERERE

AGOSTON
ol - menj a francba a szamaiddal,
04 nem vagyok h% e ‘
/ meghilrletn! Nagyffy S el
NAGYFFY T
- félsz a kanalaktol. .. .
0105 - ks~
AGOSTON )
cy - anyad fél a kanalaktdl. En nem
o1 félek tdlik, és egész végig csak
azt mondtam, hogy &k sem tdlem.
Ennyl az egész. Te _meg Ggy nézel
ram, mintha
oot NAGYFFY
L. ny god] le lnkaﬁb T
/’5 -'-‘J Vi 1528 ‘ D)
2C '
Szerln em mar a napfenyt sem W als
lattad hetek 6ta
0»AGOSTON \
0 - kell aZfenenek MEst ped
s hagyijal, ha nem vagy képes hinni 'fgg
. nakam 7 P | e 4 A RITANE T L O
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KOZELI AZ ASZTALON LEVS TEUSKANNAROL ES BOGREKROL

Agoston teat vesz, kihdzza az egyik fidkot a szoba masik
/%i_,,&ﬂ&’m. kihGz egy kést (az evbeszkdztartdbdl hidnyoznak a

7 analak)és elkezdi kavargatni a te&djat — W_L(o% L lls
NAGYFFY
272 - talan ha érhetden beszé&lnél,
- Agoston. 5 i és
2 6/% S p -
kvazi bezar

magyarazat.
AGOS
725-27 - nem ismersz’te elég rég ota M‘J}W
ahhoz. 4

d'c %%'

NAGYFFY
1117 - alpalanos iskola?

AGOSTON

21-U /- 6voda 6ta utdlom a kanalakat)

d@ah&kh'( FLASHBACK SZIN, KISGYEREK ARCA AHOGY KANALS ORVOSSAGGAL/

CSUKAMAJOLAJJAL STB. ETETIK, ELLENKEZIK, JOL LATHATO
@AﬁHA¢Z<\\ ELLENERZES, AGOSTON HANGJA MARAD

Te is tudod, hogy mindigﬁzzal/‘ﬁ,dé;f-m%f Yot ot 35‘:&%@. -)td’ﬂf. .:‘5-

a Szarral etettek. De nem ez az
Yoialsi1er | €dyetlen gond. Mindig is rossz
e érzésem volt vellk kapcsolatban.
Szétgzdrtam a kanalakat a
2f kertben, de masnapra mindig a
- helytkdn voltak. fTisztabban, mint
24 elébb! 4 rug b e




MEDIASZAKKOR PROJEKT

A KANAL
ELsO, VALTOZATLAN VERZIO - 2014.01.16.

MASODIK VERZIO, ELSO ATIRAT - 2014.01.21.

. j 24
Szerepldk 6 - &

Sofalvay Agoston
“+o!l & Lz i
Zaklatott teklntetu. faradt, valamelyest elhanyagolt
kilsejd fiatal férfi. Csikos, barna flirddkdntdsben van az
b6tddik jelenet kivételével, ahol viszont hosszi, fekete
kabatot, fekete nadriagot hord. Idegesen, nem mindig.:
koherensen beszél. Matatrfteklntete nem tlszta,

pdtcselekvéseket véJeZ. T¥1J#?TXL*\, kﬂuu,Ll
g n ut n‘r.‘_‘r-’v"

Cu;_ikgfgﬁﬁymRiehafd.KkAkFPQ4 ?“’ i

Fiatal, j6l &ltdzdétt, elegans. Inget, zakdt hord, jél

félstilt. Nyugodtan beszél, hldzg_fejjel az ész és logika Vi {
szempontjait tartja maga elott\ Testtartasa, tekintete is E&JLVLV U

e |

higgadtsagot sugaroz, noha aggodalommal, tdérddéssel a;ﬁh;y
figyeli régi baradtja életének alakuldsat. Bp /naaa“ /?d(//gg’ A
Helyszin

Lakds (I.-III. jelenet)

Egy vilagos, nem t4l nagy, de jé karban tartott, tiszta
panellakas, ahol S6falvay egyedill él. A nappaliban csak
néhany szétdobalt ruha, tadrgy van, a konyha kicsit
zstifoltabb. Konyha: mosogatd, kis konyhaasztal,
szekrények, mianyag evlieszkdz-szaritd. Nappali: irdasztal,
kanapé, ahol ﬁgoston alszik, a TV rendszerint be van
kapcsolva.

Park, hadz alatti jarda (IV.)

Latvanyosan a tombhazhoz tartozd kis fas terlilet melletti
jarda. Nem gyakran hasznalt.

Koéztemetd (V.)
Nagyffy sirja és a mellette 1lévéd terllet
Idé6
6
I. jelenet - késdé éjjel (3:02) Sofalvay lakdszobajaban
IT. jelenet - konyha a reggeli 6rdkban (8:16)
III. jelenet - délutan négy felé (16:32) a nappaliban

IV. jelenet - esteledéskor (17:44) a panel alatt

39



V. jelenet - temetdben néhédny napra ra, déleldtt
ELSO JELENET

FERDE, DIAGONALIS KOMPOZICIO, A KEPEN AZ ALVO SOFALVAY

LABA FELOL A FEJE IRANYABA AZ AGY SARKATOL.
(Nyitoékép a Holdrél, Peter
Prokaofjev G-moll
quintetjének Allegro
Precipitatioja szél, fadeout
feketébe, a sdtétben
meglatjuk a cimet és a 3:02
feliratot. A fel-felvilland,
pasztazd fényben mar latni
az alvd Séfalvayt.)

Latvanyosan rémalma van. Forgolddik, nydszdrdg, ide-oda
fordul, nedves a homloka, igazgatja magat, ledobja a
takarot.

KOZELI SOFALVAY ARCAROL, AZ OSSZERANDUL NEHA

KOZBEN RITMUS NELKUL, GYORSAN VALTAKOZNAK A SOFALVAYROL
MUTATOTT KEPEK A BEVAGASOKKAL - GALLIUMKANAL, SIRO o
GYERMEK, AKIT KANALLAL ETETNEK, REMES KANALAK RAJZAT, SIRO
CSECSEMO ISMET (JEPsE'c 41 A (26 paan ¢xf-&r;~¢2fgga“ «%

KOZELI SOFALVAY ARCAROL

S6falvay kinyitja a szemét, zavartan, gyorsan kdérulnéz, az
agy alatt kotoraszik, elévesz egy telefont.

SOFALVAY ARCA A TELEFON FENYEBEN A TELEFON MOGUL VEVE

SOFALVAY A TELEFONT HASZNALVA A VALLA MOGUL, A KEPERNYON (
EGY SMS-KULDESI FELULET, A CIMZETT 'RICSI‘, AZ UZENET
SZOVEGE: GYERE AT NEGY KORUL, BESZELNEK VELED. A.

KEP AGGYAL SZEMBENI PONTROL

Séfalvay nagyot sdhajt, leteszi a telefont, megigazitja
magat és megprdbal visszaaludni

FADEOUT SOTETBE
MASODIK JELENET

FADEIN A SOTETBOL, 8:16 FELIRAT, SOFALVAY HATULROL, , MED
SHOT

Alaposan mosogat, a tiszta evéeszkdzdket a szaritdra rakja
KOZELI A MOSOGATO KEZEKROL
elmos két kést

KOZELI A SZARITOROL

(CONTINUED)



CONTINUED: 3.

két kést helyez a szaritdra, ahol nincsenek kanalak

SéF%LYAY AZ %SZT%LNAL ULVE, MED SHOT, AZ ASZTALON A
TERITEK IS JOL LATSZIK

Megfogja a cukortartdt és kdzvetlentl abbdl 6nt cukrot a
tedjédba, majd nagy sdéhaj utdn egy késsel &ll neki
kevergetni azt

KOZELI A TEAROL

VALTAS (ZENE - 1,5 MP.), KOZELI EGY KANALROL, AMI A KEP
SARKABAN VAN A SZEKRENY TETEJEN, A KONYHA JO RESZE IS
BENNE A KEPBEN

Lot

VALTAS, KOZELI EGY KANALROL AMI A SZEKRENY, RADIATOR
MOGUL/ POLC SARKABOL FIGYEL, 16:32 FELIRAT, EZALATT
MEGSZOLAL NAGYFFY HANGJA

= IK JELENET \‘\“\. ,_.-n‘q.au-;”m,«»-w"
= SN .

- NAGYFFY
____—TFt a szam hivd fel.

FELKOZELI FOLEG AZ ALLO AGOSTONROL, IDEGESEN BESZEL,

SOFALVAY FEL-ALA JARKAL, PAKOL, RITKAN NEZ

BESZELGETOPARTNERERE, NAGYFFY KENYELMESEN UL EGY FOTELBEN

A AGOSTON A

“\ - Mar megint? Menj a francba a

™ szdmaiddal, még mindig nem
Sriltem meg.

% NAGYFEFY ff
&= Felsz a kanalaktél. yd

\ AGOSTON Py

- Anyad fél a kanalaktol. BA nem
félek t¢lilkk, csakhogy &k dem
télem. Ennyit mondtam. Ehnyl az
egész. Te'meg Ggy nézel ram,
mintha nem magyarul,Beszelnek

hozzad. 1 e
NAGYEFY
- Nyugodj lefﬁnﬁébb, és figyelj.
N
- rd - - ‘\‘.\r rd rd =
ODALEP SOFALVAYHOZ, |, KIEZ, MEGGYOZOEN BESZEL

Ha nem hjiszed el, hbgy §le o
akarokyfnem hivtadl volna fel a
lakasgdra. Mi lett veled?
Szey{ntem mar a napfenyt sem
laFtad hetek ota. N

%
xﬁf AGOSTON N,

/ff - Kell az a fenének. Amigy pedlg
/ hagyjal, ha képtelen vagy hlnnl

//// (MORE)

(CONTINUED)



CONTINUED: 4.
\

\
\ AGOSTON (cont’d)

ngkem Baj van, azért hivtalak.
Neﬁ=ve1em mindenki missal, a f

lel segitséged tudod, hogy nem

1genﬁ%em f
%\ NAGYFFY /

- De igen, igényled. Nem Vagy

magadnal. Vannak ismerdseim

Klskunhégason beutaltat@étnalak
Foglalkoznadnak veled, a
koértlmények pedig ezersger
jobbak, mint itt. Akkora tévéd
lesz, mint }tt a fal.if

idosTon [
- Komolyan né@ létoquég? Vagy
régen sem hlt&el nekem?
Megjatszottad mag%?‘egesz végig?

Y

NAGYFEY/
- Nem gondoltam,‘/hogy nagyobb baj
lehet a tdérténetfidbdl.

%
W

AGOSTON \,
- Kiraktam a kanalakat és
v1sszajottek ‘még cblllogobban
mint régen. E nekedhkltalalt°
Lattam! Nézd/meg, medmu- nem,
ebbdl nekemjfelegem vah. Még
egyszer new fogok mindent

elmagyarazhi . \
/ NAGYFFY Hx
- Kérlekj tedd. \
/ AGOSTON
- Nem, /kifelé! %\

Igfrén koészndndm.
( Nagyffy az ajtdédn kivil.
AJTO BECSAPVA

NAGYEDIK JELENET

A VALLA FOLOTT KOVETI A KAMERA

Nagyffy lefelé a lépcsédn

Nagyffy kilép a lépcséhazbdl

Sétal

(CONTINUED)



CONTINUED: 5.

Befordul egy sarkon

megall, a sarkon tUl rendkivil sok kandl allja el az dGtjat
egy félkorben, egy nagy merdkanal a félkédr
szimmetriatengelyén, hallatszik, ahogy megtorpan &s nem
megy tovabb

Nagyffy szemei és szemdlddke kdzelrdl, ahogy jobbra, balra

pillant gyorsan, latszik rajta a hirtelen felismerés, a
félelem

GYORS VAGAS ATTUNES NELKUL A SOTETBE
OTODIK JELENET
AGOSTON HATULROL, VALL FOLUL
A SOTETBOL FADE IN A BORULT, DE DELELOTTI TAJRA
egyetlen sirkd eldtt Séfalvay all, esernydt tart,
elegansan, feketében wvan
(halkan megszdlal a The Fool
c. szam a Neutral Milk
Hoteltdl (1 perc 23
mésodperctél, majd finoman
felerdsddik)

SOFALVAY SZOMORU, FARADT TEKINTETE CLOSE-UPBAN, SZEMBOL

) SOFALVAY
- En megmondtam eldre.

SOFALVAY HATULROL, MID SHOT

FADE OUT FEKETEBE, CREDITS
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Continuing my efforts to blog less about the profession of screenwriting and more about the craft, I thought
I'd offer up some thoughts on dialogue. As with my earlier post on How to Write a Scene, this isn’t an
exhaustive tutorial by any means. Butit’s at least a guide for how I do it.

1. Listen to how actnal people talk

We all watch movies and television, which is chock full of dialogue: good, bad and inane. One might think it
helpful to listen to great actors speaking great words. It’s not. In fact, it will probably screw you up.

It’s like trying to paint landscapes based on how other artists paint landscapes. The best you can do is a crude
approximation. In order to paint a great landscape, you need to get your butt out in the cornfield and paint
what you see. There’s really no alternative.

Fortunately, the world is full of dialogue comfields. Sitting at Fatburger for lunch, I eavesdropped on two
engineers discussing fire door trim allowances, and two women in their 60's clucking about how small the
hamburgers were. Far more important than the content of the conversations was the flow, the back-and-forth.
We tend to think of dialogue as a tennis volley, with the subject being hit back and forth between speakers.

But when you really listen, you realize that people talk over each other constantly, and rarely finish a

complete thought.

To geta sense of this flow, you need to stop paying attention to the actual words being spoken. It’s the
auditory equivalent of un-focusing your eyes. Listen for which speaker is dominating the conversation, and
how often the other party chimes in to acknowledge he’s still paying attention. (“Uh-huh.” “Yeah.”
“Really?”) Questions are often not phrased as questions, and in real life, no one speaks with exclamation
points.

How often should you eavesdrop? Pretty much constantly, with particular focus on finding interesting
speakers. Some people are inherently funny, and if you soak up enough of their rhythms you can recreate
them on the page fairly faithfully. But even the annoying woman ahead of you at the checkout line deserves a
listen. You never know when she might come in handy.

2. Figure out the flow of your dialogue

Generally, before I put pen to paper, I let the scene loop in my head 10 or 40 times. Those first cycles are
silent, but eventually characters begin to talk. Based on what needs to happen in the scene, it’s often pretty
clear who'll be saying what. But figuring out the flow — the how, the when, the why — takes time. You can
rush it, but you'll often end up with too many words in the wrong order. Or worse, you'll end up with
characters talking at each other rather than with each other.

So imagine watching your scene, butin a foreign language with the subtitles turned off. What does the

tallcing feel like? What's the emotion behind the words? Who's in control? There’s a classic drama exercise in

which actors have to stage a scene speaking only faux-Chinese. That’s what you're looking for at this stage.

Not the words, but the texture,

3. Pattern out the information
Conversations in real life are often empty (“these burgers are too small”), but movie conversations almost

always involve an exchange of information (“the fingerprints don’t match” or “I'm not sure I ever loved

you”). Your job as a writer is figuring out how your characters would tell each other the information.

Let’s say Bob needs to tell Mary that her dog has been eaten by a python. As the writer, you need to decide
not only what facts Bob knows, but how he’s anticipating Mary will react to the news. This will determine
not only how he starts the conversation (“Say, you were talking about how you wanted to get a new dog,

right?”) but every subsequent decision along the way.



Of course, as the screenwriter you're not solely interested in helping the characters convey information to
each other; your primary focus is getting that information to the audience. The challenge is to do the latter
while pretending to the former. So if it’s slipping a bit of exposition in a joke, or staging an altercation to
reveal a piece of backstory, find a way.

Bad dialogue tends to spray out information in every direction, whereas smart dialogue sneaks the facts in
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4. Write the scribble version e Pekaaijenets

The scribble version is the very rough draft of a scene, devoid of formatting, punctuation and other garnishes.

My scribble versions tend to be largely dialogue, with an emphasis on the overall flow rather than finding le

mot juste.

5. Write the nice version

Once you have the blueprint for the scene, it’s time to go back and start worrying about getting each word

_right. Great dialogue has a melody to it, and achieving that is probably unteachable. But you can write pretty
good dialogue simply by reading each line aloud, over and over, smoothing off the awkwardness through
better words or a different composition. @24wl” Av /b » 7 0 "

Movie dialogue is how characters would speak if they had a few extra seconds to compose their thoughs

between lines. It’s just slightly optimized. But it's very easy to overshoot and end up in soap opera land.

Keeping dialogue real but efficient is one of the hardest challenges in screenwriting.

6. Ask: Are characters listening, or just speaking?
Once you have the scene finished, take a look back and make sure your characters aren't just speaking

because it’s their turn. That’s a common problem, perpetuated (I believe) by the prevalence of exposition-

heavy crime dramas.
BOOTHE
Two campers found the body in a culvert five miles down river.
GARMAN
Toxicology shows arsenic in the well.
BOOTHE
Looks like we got ourselves a serial killer.
While actors could probably pull this off as a conversation (with a lot of head nodding), it’s not hard to get
Garman listening and responding:
BOOTHE
Two campers found the body in a culvert five miles down river. Once we get the toxicology back...
GARMAN
Just came. Arsenic in the well.
BOOTHE

Looks like we got ourselves a serial killer.

7. Ask: Is there a shorter version that works as well?
Many times, the best way to improve dialogue is to cutit. Once you've let a scene sit for a while, revisit it

with a red pen and look for what could be cut. If a piece of information isn’t essential, it should probably go.

And a joke isn’t worth it if you've had to break the scene to achieve it.



Writing dialogue and description is writing a screenplay. You can argue about format and tab margins and
what to capitalize and what not. I won't. Dialogue and description is where the experience of screenplay for
your reader lives. We write screenplays to make movies. They are not literature. They are directions for
people to make motion pictures. Our story is told in the dialogue and description, and by focusing on
allowing them to work for your goals of production will illuminate where how your story goes.

We need balance between dialogue and description, and we need texture. Balance sounds like you need to
make your screenplay half dialogue and half description. This is not entirely what I mean. Look at your
screenplay and frame your analysis in terms of your story. Do you have too much dialogue? Does talking go
on and on beyond what is needed to move the story along? Is your description thick page after page? I read
lscreenplays that have both problems. Some scripts are naturally dialogue heavy, and others have little
dialogue, and that's fine. Simply examine where your dialogue, description or both, i.e. your writing, is ruling
over story.

Texture refers to your placement of dialogue and description in your screenplay. I find screenplays with
scenes of dialogue one after another after another. How does this play on the screen? Always be conscious of
how your screenplay will look in a movie theatre. By making strong decisions about when we have dialogue
and when we do not gives us greater control over our audience. We can impact mood and tension with
proper texture in our scripts. Consider whether it's appropriate to show scenes with no talking, to release

tension, to increase it, to add laughs. By thinking about these technical issues of balance and texture, [ often

find a more original, layered, subtle story emerging in my rewriting.

One way to determine where your screenplay absolutely needs dialogue and where your screenplay
absolutely needs description is to consider writing your script as a silent movie. Watch a movie like
SUNRISE to see how a silent movie functions. How would your screenplay survive if you turned itinto a
silent movie? What does survive constitutes the heart of your script, and in turn, right-sizes your amount of
dialogue and description. This process is extremely helpful in placing my moments.

After looking over how you're pacing your dialogue and description, taking in how it is serving the story, now
it's time to evaluate and rewrite. The first words we meet in your screenplay generally begin the description
of what wﬂlﬁ?ﬁ? of the picture, the very first moments of your story.

I am a poet. I write good poetry. I derive great joy from expressing myself this way. But there is a place forit.
And it's not in a screenplay. A screenplay is not a place for you to hear yourself write. Your description can
have wit and life and spirit, but it must not dazzle in and of itself. Great writers find themselves enjoying
what they are putting down on page so miich thenr story gets rnurLy watery and lost. Your description of
what goes up on the screen should be clear, not pretty, beautiful only in its straightforwardness. This does
require effort, and it does require cutting your best writing. Tell a story, and save your magical powers for the
book or the lover.

No poems. Crystal clear. And description should be short. Let's travel down the page(l’e't';fﬂerél‘a; pacE>Cm
out evervthmg;_a_h_n_gﬁ)_dMIt until it's just that: what is going on in the frame. When you 1 thm}( < you ve
gone too far, you're getting close. S

And always remember to tell us nothing we could not see for ourselves in the theatre Do not give us

backstory or the inner monologue of any character. Do not describe how someone is feehng avoid it. There

are exceptions, but for me and you, there are none.



Describe what you can see presently, in brief, clear terms, with words that don't brag. And then suddenly,
your characters will speak.

What are they saying? Do you know how it sounds? Read it aloud. Always. If you can't have others read it to
you, which is best, read it yourself, which is second best, and worlds better than listening to it in your brain as
you type it. There are duds everywhere, easily discovered when spoken.

Compress your dialogue. Shorten it up. Tighten. Do not record speech. This is supposedly art, not a
transcription. Bv making yourself aware of the compression, you will rein in dialogue that covers the same
ground, which happens in real life, and runs in circles, which happens in  real life. Choose words like pamt
you would put on your last canvas. Cut your characters off. This helps in keepmg their thoughts in their
mind and not coming out of their mouths. Fight the urge to let the audience in on what a character is feeling
or thinking by having them say those r_hmgs Practice l.éyinﬂg those feelings and thoughts undemeath the line.
In practice, you find a feel for this, and in tl‘.lrn, your characters will say much more and draw us in.

In the end, after you have described what's needed before someone says a word, make sure you let your
characters indeed have their say. Let your characters talk a lot early in the drafts and they will tell you the
story. They will tell you the miracles, and keep you well fed, and you will sorely miss them for all that when,

at some point, you type finis.



