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Writers Workshop Reviews

The aim of Script Pimp’s Writers Workshop is t@offonstructive criticism that will help the writeake his/her
work to the next level. We have set up the fofigwiptions:

Consultation ~

Sean McKittrick, producer of Donnie Darko, and atiher consultants are available for one-on-one ldpweent
meetings with writers. It is typically a two-howng meeting, in LA or by phone, in which the coread will go
through your script with you line-by-line. Feel éréo come with a list of questions to be addresaad, steer the
conversation in any direction you wish. The coraultwill read the script twice before the meetiagd come with
their own notes. If the script is at the point thitashould be shopped around town, we will give ymncrete
suggestions as to where the screenplay has thelmaste and the companies that would most likelntezested in
the material.

Development Notes ~

Script P.I.LM.P.'s Development Notes focus on mazing the creative potential and marketability ofuyo
screenplay. They also serve as a crucial toolépaing your script for industry circulation. Petféor writers who
are in the initial stages of their drafts, or whould like a deeper analysis of their story.

Overall Review ~

The Overall Review offers a discounted rate fortevs who are primarily seeking our assistancericutating their
material. Like Development Notes, the Overall Rev@vers characterization, dialogue, conflict, andforth, but
in more general terms intended to point you inghaper direction. This is the ideal service for atav who has
already gone through multiple drafts and is in neefiirther notes or a fresh perspective on theesgplay.

Hereis a breakdown of common problems that readers, agents, producers and executives all look for:

CHARACTERS: Everything in a screenplay starts with characfehd characters aren’t properly developed, this
leads to weaknesses in the screenplay’s struaandljct and believability. Some common issueshiss airea:

 The story/genre requires a strong, single protagdmit there isn’t one.

» The protagonist’'s goal isn’t specific enough. Fgaraple, “to get rich” is too vague a goal to caarywhole
screenplay. “To get rich by robbing the armoredafahe biggest bank in town next Thursday” is aarete goal.

» The protagonist isn’t active enough. S/he waitsdihrer characters to reveal information or to resgiroblems
rather than being the one who drives the plot.

» Minor characters have too much screen/page timéaodme a distraction from the main action.

» Minor characters are more interesting than the roharacters.

» Minor characters have no real function in termshefplot and could be eliminated without affectihg story.

 There’s no strong antagonist/opposition figuretfa protagonist to fight.

» The characters aren’t well developed enough. Thelffat or stereotyped.

» The goals, needs, desires and motivations of taeackers aren’t clear.

 The protagonist and/or other main characters asgn'ipathetic so we don't really care what happerikém.



» The protagonist is too perfect. The best heroeaydwhave a least one serious flaw that needs torfeonted
over the course of the story.

* None of the characters undergoes a personal tramsfion. Usually it's the protagonist who experieacsome
kind of profound change or revelation as a resuthe story’s events. But an important supportihgracter can
also play this role.

 Important characters are introduced too late &fter the screenplay’s midpoint).

* Rather revealing their personalities, attitudes amegds through actions/images, everything the ctama

think/feel/do is conveyed in dialogue.

STRUCTURE: Another area that frequently needs work. Typicallgcreenplay’s structure lacks focus when the
protagonist/main characters don’t have specifidgtmpursuing. Some common issues:

 The story lacks a strong central character whoedrthe plot (protagonist).

» The protagonist’s goal isn’t specific enough, s ¢bnflict lacks focus.

» The protagonist’s goal is introduced too late.

 The story starts too soon and includes lots of lshaky we don't need.

« The middle act lacks focus and there’s no realesefisension slowly rising.

* There’s no real climax.

» The ending is too long and drawn out. Most stooiely need 5 — 10 pages after the climax in ordevrep up
the plot.

» There are no clear “act breaks” or they aren’t driaacrenough.

» There's a lot of “filler” — scenes that don’t aday#hing substantial to the story.

* There’s a lack of logical progression between a@ms and the next.

 Subplots are a distraction from the main actioaren’t properly integrated.

The traditional “three-act” structure breaks dows fallows: In act one (approximately pages 1 — 30g

protagonist’s goal, needs and desires are setsugteathose of the other main characters. Typi¢h#yantagonist
and protagonist have opposing goals, which brihgentinto conflict with one another. In act two (egppmately

pages 31 — 90), the characters pursue their geslsitd increasing obstacles and complications.s(€kcalation of
events is known as rising tension and it buildshesclimax approaches.) At the end of act two com@soment
when all seems lost for the protagonist. This isvikm as the crisis. However, drawing on what s/he lkarned
throughout the story, the protagonist survivesdtisis and formulates a new plan for obtaining Hes/goal. This
leads to act three (approximately pages 91 — 12@)tlae climax. The climax is the story’s dramatightight and

the moment when the goal is within reach. The ctinsathen followed by a short resolution in whi¢hhecomes
clear how things have changed for the characters.

While some screenplays are much more fluid or erpartal, most should follow the kind of structuretlmed
above. Three-act structure is particularly impdriangenres such as Action, Horror, Sci-Fi etc. daa tend to be
more diverse.

CONFLICT: If there are problems with structure and charadhes, will affect the level and effectiveness oéth
main conflict. Each scene should push the stonydod, creating a new obstacle or getting the charsicloser to a
goal. The protagonist needs a formidable opponest the antagonist/opposition figure). Also, carfimust be
properly motivated. Otherwise it won’t be believabkr engaging.

STAKES: The stakes are most apparent when we know whathéeacters want and why. So if the characters’
goals and motivations aren’t clear, the story laitlk strong stakes. In any story, the stakes shoailds high as they
possibly can. So rather than just losing her jobylme the protagonist gets fired, gets evicted aslher wallet
stolen all in the same day?

BELIEVABILITY: This term relates to the world of the story and tbgic of the plot. Readers often ask
themselves the following questions: Has the writeickly established the story’s time period, seftitone and
genre? Have the rules governing any fantasy elesy(snpernatural forces, monsters, future techneogtc.) been
clearly established? Does the plot unfold in adagmanner or are there holes in terms of how weatdeads to



the next? Is there too much coincidence in they8téror example, are characters who live in a big aiways
bumping into one another? Is the protagonist irrijiet place at the right time to overhear a crucimversation?
Does the protagonist defeat the villain or doesesother force/character swoop in at the end ane $avday? Do
we know enough about the characters to understemditehavior and decisions?

DIALOGUE: Most screenplays contain an excess of dialogue.e8omas it's just a question of polishing a few
scenes here and there. Other times the screergllay too heavily on dialogue throughout. Screegyrgpkhould be a
balance of action and dialogue. So while comedies dramas tend to be more dialogue heavy, all sptags
should employ visual storytelling wherever possilidéalogue also needs to be in keeping with they&done,
genre and period.

Some tips for dialogue editing:

* Every line of dialogue should advance the storgpe® our understanding of the characters or ideallyoth.

* Every scene should start just before the dramédidight and end just afterwards. Often the finst dast
couple of speeches in a scene can be cut.

« Dialogue that repeats things the reader/vieweadlr&nows is just “filler” and should be cut.

« Chitchat such as “hello”, “goodbye,” “thanks” eig just “filler” and should be cut. The same isgtiof lines
such as “what,” “why,” “how” etc. Screenplay dialogjis not real life conversation. It is edited dmched in
order to create effective drama.

* When characters say exactly what they think/feelloen they seem to be talking just to inform thdience,
this leads to dialogue that is too direct or “oe titose.” On the nose dialogue feels flat and uistealAdding
subtext or giving the words a little twist helpsefaminate this problem.

« If there are whole pages with nothing but dialoghe,dialogue/action balance is off.

« Film is a visual medium. Look for instances whemages/actions could replace dialogue.

« Long talking head scenes are not cinematic andidhmmuavoided.

« If characters must engage in a long dialogue sdbresetting/action should be as interesting asiples
(Telephone conversations and restaurant scendgpacelly the most uninteresting of all “talking dd”
scenes.)

« The main characters should have distinct and urigoiees.” If all the characters sound exactly alikhe
dialogue is less interesting and realistic.

OTHER CONCERNS:
Budget— is the screenplay’s budget too high for its geénre
Theme— Perhaps the screenplay lacks a compelling thenagi@nal throughline?

Tone — obviously individual scenes will vary in tone thwhat about the overall story? Perhaps it seekasdilight
comedy at first but then becomes incredibly dar&fhBps there’s a scene that’s supposed to be lsaacpmes off
as funny? Problems with tone will affective a sopday’s believability.

Genre— does the screenplay seem undecided as to itsY&faybe it starts out like a realistic thrilleitbu
introduces supernatural elements late in the piece?

Audience— does the screenplay seem undecided as to it grdience? For example, maybe the story appears t
be aimed toward children but includes adult makéika drugs, excessive violence and sex?

Format/presentation— all screenplays should conform to current industandards. This makes the work easy to
read as well as demonstrating the writer’'s protesdism. There are a multitude of screenwritingkspsoftware
packages and programs that can be used as a Boidexample, the Academy’s free online format gude be
found at:www.oscars.org/nicholl/format.html




Grammar/spelling — Again correct spelling and grammar is a crucat pf screenplay presentation. A couple of
errors will be overlooked — especially if they octater on. However, numerous mistakes and thott@mitihe first
ten pages suggest that the writer is not serioaataiis/her craft.

BUDGET: Some key elements that determine budget:
Cast— low budget films have only a handful of charagtevhereas high budget films can have a cast aofstrads.

Stunts — anything that could cause bodily harm is a stlihé more extreme the stunt, the more money iscést
low budget film might have one basic stunt such abaracter falling down a few steps. A high budiyst will
have several impressive stunts, such as a chafalibeg off a building, jumping out of a helicoptetc.

Locations/sets- exterior filming is generally more expensive tlaterior. So a story set in the Amazon jungle will
be a lot more expensive to film than one that tadtase in an apartment. If the story depicts a pafdture time,
this will also have a big affect on the budgetit adll require a lot of set building and dressing.

Genre— some genres are inherently more expensive themrotFor example, Action, Adventure and Sci-Fnél
will all involve a lot of locations, stunts and eéts. Period/Historical films are also more expensiecause all the
locations, costumes and props in the film haveetsecially designed. The cheapest genres arealigraénama
and comedy since these tend to be more charadctendr

Effects— More effects means more money — a lot more. &dladget films generally do not require any special
effects. The Science Fiction, Action and Adventgeares tend to have a lot of effects, as do fislving
supernatural occurrences or fantasy charactersstiean talking animals etc.).

A budget breakdown guide:

Under $1 Million Small cast (less than 5 key characters), a codpteam locations, no stunts, no effects, no
period scenes, usually a drama or comedy (Hegks

1 - 5 Million Small cast, a few main locations, some exterionifig, one or two basic stunts (i.e. no battle
sequences), no period scenes, usually a dramagdgoonéow budget horror film (e.d.ost In Translation,
Cabin Fevey

5 Million + Medium cast (less than 10 key characters), posaillyuple of period scenes, a few main
locations, some exterior filming, a few basic stunt

10 Million + Large cast, some complex stunts (e.g. car chasdfipta locations, some special effects (e.g.
Being John Malkovich

20 Million + Large cast, multiple special effects, multiple cdempstunts, multiple locations, usually a
period/action-based genre (eSpider-ManKing Arthur)

Keep in mind that a screenplay’s budget shouleéctits genre and potential audience. For exanfglee story is a
quirky, independent comedy then it shouldn’t camtats of effects and stunts.

GRADE: There are three possible grades a screenplay cgindie— NO GRADE/UNGRADED, CONSIDER or
RECOMMEND.

If there are major concerns regarding charactercttre, marketability, believability, and so farthe script's
status will be UNGRADED, even if the story is corlipg and the writer shows great potential.

A screenplay receives a CONSIDER if is very clasbding ready for circulation. For instance, it hiigeed
polishing in few places, but doesn’t require sigu@iht changes to the structure/plot or the characte



A screenplay is only given a RECOMMEND if it's rgatb be sent to agents, producers etc.—in othedsydhe
script is “circulation ready.” Although Script Pimmust maintain high standards for all Recommenigtsc as they
are sent to our circle of industry contacts, aflirgs and styles have received and can receive @niteend.



