Dramaturgl

Konsten att beratta sa det kdnns
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Heart of Darkness




Clouzot: But surely you agree, M. Godard, that films should

have a beginning, a middle part and an end?

Godard: Yes, but not necessarily in that order.



L HOLY, GOATFUCKER SHITEOME!

JHOLY, FUCKING, SHIT! _._U_ff)_v_/\q\ A /

Inv. T. S, Scul. T. S.

Vacka intresse, skapa forvantningar, bibehalla dessa, sa smaningom uppfylla dem
pa ett tillfredstallande och lagom ovantat och kdnslosamt vis.
Den allra viktigaste komponenten inom dramaturgi ar att inte bli trakig.
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Berattelsekomposition



Samma form kan fyllas med olika innehall
Samma innehall kan ges olika form






It's not what you say, but how you
say it!

— Mae (|Jest —

AZ QUOTES




Hi Leonardo.
Please see attached document for feedback...

Many thanks.
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En del kunskap om dramaturgi kan vara bra
bara ocksa for att kunna ta feedback — yttre
och inre — samt for att ha ett gemensamt
sprak




Framforandet paverkar innehallet
Vi har alla sett bra och daliga versioner av Romeo och Julia — pjasen ar alltid bra
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MARTHA C.
NUSSBAUM

kanslans skarpa
tankens inlevelse

gssier om etk och policik

pm‘k-r YRS

An excerpt from Ogilyy on Advertising by David Ogilvy

What’s the big idea?

You can do homework from now until doomsday, but you will never win fame and
fortune unless you also invent big ideas. It takes a big idea to attract the attention of
consumers and get them to buy your product. Unless your advertising campaign
contains a big idea, it will pass like a ship in the night.

Big ideas come from the unconscious. But your unconscious has to be well
informed, or your idea will be irrelevant. Stuff your conscious mind with
information, then unhook your rational thought process.

Tt will help you recognize a big idea if you ask yourself five questions:

I
2.
3-
4.
5

Did it make me gasp when I first saw it?
Do I wish I had thought of it myself?

Is it unique?

Does it fit the strategy to perfection?
Could it be used for 30 years?

O

Facebook.com/Ogilvy

MARTHA C.
NUSSBAUM

UPHEAVALS
OF THOUGHT

THE INTELLIGENCE OF EMOTIONS

De basta berattelserna kombinerar kansla, form och framférande med ett angeldget innehall



Berattelsen/kanslorna forst

* Berattelsen ger dramaturgin, inte tvartom
e Losningen finns (nastan) alltid i materialet
* Borja med karnan och jobba mot detaljerna



ey Es cn & KN O “"@_VANI-GARDE CINEMA b |
David Morse Viggo Mortensen ~— & =

My name is Joe Roberts | work for the State s Hopper Charles Bibah | L2

I'm a sergeant out on Perenville, barracks No. 8
I've always done an honest job, honest as | could

e
Got a brother named Frankie, Frankie ain't no good } . ,'/ \\§
."‘_" - 5

Well, ever since we were young kids it's been the
same come down
I'd get a call on a short way Frankie's in trouble
downtown
But if it was any other man I'd put him straight away
But sometimes when it's your brother you look the 2

Frankie and Joe.

other way Two brothers with
nothing in common

except blood.

Yeah me and Frankie laughin' and drinkin' nothin'
feels better than blood on blood

Takin' turns dancin' with Maria

While the band played 'The Night Of The Johnstown
Flood’ !

WRITTEN AND DIRECTED BY SE&

-//‘
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| catch him when he's strayin' like any brother should
Man turns his back on his family he ain't no good




Hur jag jobbar? Djavulen gdmmer sig |
detaljerna

Idé — sprungen ur en bild, en situation, en scen, en kansla, ett uppdrag...

FOorsoker rama in det — form, innehadll, medium: vad tjanar berattelsen bast?

Nedbrytning i helhet och mindre bitar, berattartekniskt nédvandiga delar och emotionellt nddvandiga delar.
Persongalleri och bagarna inom det

Organisation — star i forhallande till medium. T.ex. en TV-serie: antal episoder, férdelning av innehallet sa att
”borjan, mitt och slut” finns i varje avsnitt och samtidigt forhaller till den langre biten.

Periskop och djugdykning, det ar ofta med handerna djupt nere i berattelsens mylla man upptacker hjartat,
ierllhmaste man ibland sticka upp periskopet och se vart man ar pa vag. Vaxelverkan mellan detaljerna och
elheten.

Jag tanker och tror att alla de har bagarna och diagrammen, de kan vara hjalp nar man kor fast och roliga att
studera, men en beréttelses kraft bor ndn annan stans, den bor i idéen komplexitets eller fascinationskraft, i
karaktarerna i det som brukar kalls pathos mer an logos.

Berattande som inte sker med hjartat i handen, faller platt.

Men hur man vander och vrider pa det: ndr man har berattelsen ska man ocksa beratta den. Hur ska det ga
till? Da ar det gott att ha en verktygslada, idéer om trick och inte minst inspiration.



Det behover inte vara ordning fran borjan
Samla idéerna — man vet aldrig vad som
kommer bli nyttigt sen. Sortera senare.




Medvetandets maskiner]

Hur kan den kdnslomassiga svansen vifta pa den
rationella hundens kropp?



Vad ar en berattelse?

 Den ena leder till det andra

* En berattelse ar en serie hédndelser som hdnger ihop, med en borjan, en
mitt och ett slut (fast inte nodvandigtvis i den ordningen).

* Trots att alla berattelser foljer ett liknande madnster trottnar vi aldrig.
Varfor? For att de ar vart absolut basta satt att kommunicera, forsta och
beskriva kanslor och var egen komplexa natur. Det ar ingen slump att var
bast bevarade historia ar berattelser av olika slag. Religioner bars fram av
berattelser. Fabler har anvants for att fa folk att forsta effekten av ett visst
handlande, moralen.

* Joseph Campbell har i sin mytforskning visat att myter 6ver hela varlden till
stor del har samma struktur och alltsa finns for att tillfredsstalla ett visst

behov som kan sdagas vara universellt manskligt. Berattandet ar alltsa djupt
manskligt.



Du ar redan expert

e Utan att veta om det ar vi alla experter pa berattandet, vi har tagit del av
tusentals berattelser.

* Det galler bara att veta vilka ord vi ska satta pa det vi redan vet och har, i vara
hjarnor och vara hﬂ'a’rtan. FOor nar det kommer till berattelser har hjartat sista
olrldet. Det ar kanslor som redan i nan mening finns hos publiken ni ska appellera
till.

* Nar vinu ska Fegga ned oss i mekaniker och verktyg ar det viktigt att alltid komma
ihag detta. Allt kan se sa ratt ut pa pappret i slutandan ar det hjartat som avgor.

* | princip alla berattelser foljer samma struktur — aven de daliga!

 Skillnaden mellan den fantastiska berattelsen och den mediokra ar inte framst pa
det strukturella planet.

* Har galler kdnslans skdrpa och tankens inlevelse. Man kan inte 6vertyga nagon att
kannak m$d argument. Men det ar bra att kanna till vilka verktyg som finns nar
man kor fast.



Bra att ha ibland

e Laran om berattandet kallas for dramaturgi.

* Det tycks vara sa att vart satt att tanka foljer en viss systematik som
aterspeglas i den struktur (nastan) alla berattelser foljer. De
berattelser som inte foljer dessa strukturer eller ska vi saga dessa
dramaturgiska principer kommer (nastan) alltid att gora sin publik
besviken pa det ena eller det andra viset.

* Utelamna borjan och forvirring uppstar, utelamna mitten och
inlevelsen uteblir, utelamna slutet och ak pa stryk.

* Black Adder and Willy Shakespeare
e http://www.youtube.com/watch?v=lwbB6B0cQs4



http://www.youtube.com/watch?v=IwbB6B0cQs4




Kognition?

* Kognition ar en psykologisk term och kan kort forklaras som en samlingsterm for de mentala
processer, normalt viljestyrda, som handlar om kunskap, tankande och information.

* | klassisk psykologi talades om kognition, emotion och volition alltsa tankande, kansla och vilja
som de tre begrepp som styr psyket.

» Kognition och perception, det vill sdga de psykologiska processer som ar aktiva da vi tolkar
sinnesintryck, ar inte tva helt skilda omraden utan 6verlappar varandra.

* Inom omradet kognition ryms hjarnans olika funktioner som tankande, uppmarksamhet, minne,
inlarning, medvetande, sprak samt beslutsfattande och problemldsning.



http://sv.wikipedia.org/wiki/Psykologi
http://sv.wikipedia.org/wiki/Kunskap
http://sv.wikipedia.org/wiki/Emotion
http://sv.wikipedia.org/wiki/Volition
http://sv.wikipedia.org/wiki/Perception
http://sv.wikipedia.org/wiki/Hj%C3%A4rnan
http://sv.wikipedia.org/wiki/T%C3%A4nkande
http://sv.wikipedia.org/wiki/Uppm%C3%A4rksamhet
http://sv.wikipedia.org/wiki/Minne
http://sv.wikipedia.org/wiki/Inl%C3%A4rning
http://sv.wikipedia.org/wiki/Medvetande
http://sv.wikipedia.org/wiki/Spr%C3%A5k
http://sv.wikipedia.org/wiki/Beslutsfattande
http://sv.wikipedia.org/wiki/Probleml%C3%B6sning

Kognitiv bias

* En kognitiv bias ar nagot av de psykologiska monster, som kan fa en
manniskas subjektiva bild av omvarlden att avvika fran verkligheten.

* Manniskor kan till exempel paverkas av andra manniskors beteenden, eller av sina
val.

e Daniel Kahneman anvander att antal av dessa for att driva och forklara
bakgrunden och nyanser av prospektteorin.


http://sv.wikipedia.org/wiki/Psykologi
http://sv.wikipedia.org/wiki/Subjektiv
http://sv.wikipedia.org/wiki/Verklighet

Villor och kognitiva felslut

e e
s0¢ Q O O
) OOO

Precis som synen kan forvillas av ett sammanhang kan aven System 1 och system 2 ”luras.”
Aven om vi kdnner till att vi luras kan vi inte stinga av vilja att se fel.

Varfor?




Medvetandets tva system

System 1 System 2
* Automatiskt « Medvetet & hart arbetande

 Snabbt * Langsamt

. * Kraver koncentration
* Intuitivt
* Lattare att styra medvetet

* Svart att styra medvetet
e Tar 90 % av besluten

* Kontrollerar att system 1 inte gor fel

* Lat —jobbigt att anvanda

* Enkla meningar « Kan bara gora 1 sak 3t gdngen
e Kanner innan vi vet Vi forsoker undvika anvianda det
° Tar gérna enklaste Végen e Blir |att overbelastat

* Kan gora flera saker samtidigt * Vidgade pupiller

 Alltid pa

* Hjarnans system 1 dr en Storyteller — den hittar
pa tolkningar och samband som kdanns sanna

Vi foljer garna minsta motstandets lag



SYSTEM 1

Intuitivt, snabbt &
automatiskt.

Svart att styra medvetet.

Multitaskar garna.
Kanslorna.
Alltid pa!

Filmiskt berattande sker ju i realtid
till skillnad mot t.ex. en bok, som
berattare maste man forhalla sig till
detta; publiken mdjlighet eller icke
mojlighet att processa det som
sker. Man laser filmiska bilder
intuitivt och forsdker "hanga” med
man har mindre mojlighet att
stanna upp an en boklasare.

SYSTEM 2
Det “rationella”
och lata
kontrollant som

vi garna undviker
att anvanda



Villospar

System 1 soker orsaker som forklarar handelser det skapar forstaelsevillor.

Narrativ forvanskning — en berattelse som strukturerar sanning snyggt forvillar
oss valdigt latt

Efterklokhet — utfallet forvillar/lockar oss att dra slutsatser som inte finns, sa
kallad utfallssnedvridning

Ex: ett korkat beslut ger bra resultat och framstar darfor som smart. Genom Halo-
effekten kan da den som genomdrivit den korkade beslutet framta som en mycket
klok och ledningsduglig person.



Minnets paradox

* Vi minns vara liv som berattelser och da ar just topphandelserna — de
minnesvarda extra atravarda

* Vi minns t.ex. slutet pa vara relationer och det smittar av sig pa vart minne av
hela relationen

* Allt det jobbet for bara en natt med en alskad — ar det verkligen vart besvaret?

* Slutet pa en berattelse ar oerhort mycket viktigare an langden och borjan. Spar
det basta till sist.




Orsak och verkan

* Berattelser och orsakssammanhang kanns for oss ofta trovardigare an sanningen i
form av riktiga bevis.

* Detaljer som signalerar/representerar pa ett vis kan bygga ett ssammanhang av far
oss att bortse fran den akta sannolikheten.

* Viskapar latt generella sanningar ur enskilda handelser, men har svart att
skapa/tillampa generella sanningar pa ett enskilt fall.



Orsak och slump

e Vart medvetande, system 1, soker orsaker - kausalitet

 Var svarighet med att hantera statistik beror pa att den kraver ett annat
forhallningssatt — Vi forstar oss inte pa slumpen

e Vara kanslor ar starkare an var forstaelse for sannolikhet
 Vivill garna tro att ett litet exempel kan dverféras generellt

* Vivill att det ska hanga ihop



Den manskliga kausaldriften

* En av den manskliga hjarnans inneboende formagor och starka drifter ar
att hela tiden sdka efter monster och orsakssamband. Hjarnan scannar
standigt av omﬁivningen i sitt sokande efter betydelser och mening. Det
sker automatiskt och till stor del omedvetet. Det kan handla om
perceptuella monster (ofta visuella eller audiella), men ocksa om t.ex.

fys_ika.iskka orsakssamband eller orsak-verkan i det sociala samspelet mellan
manniskor.

e Hjarnans formaga till detta ar sa valutvecklad att den dessvarre ocksa
uppfattar monster och samband dar de inte finns. Denna obandiga drift tas
upp i boken "Den meningssokande manniskan” (Natur & Kultur, 2006) av
E)rofessorn i kognitionsvetenskap Peter Gardenfors. Han kallar den

kausaldrift” — driften att standigt soka kausala samband, samband mellan
orsak och verkan.

e https://fof.se/tidning/2006/3/artikel/vi-berattar-for-livet



https://fof.se/tidning/2006/3/artikel/vi-berattar-for-livet

Kognitivt flyt

e Kognitivt flyt ar system 1:s vilja att s6ka den enklaste vagen fram genom livets alla
val.

Vi foredrar att tanka pa saker som ar latta att tanka pa, framfér dem som ar svara.

* | en berattelse ar det bra att tanka pa — lat flodet floda nar det behdvs och stanna
upp nar det ska till eftertanksamhet.

Vi ar daliga pa tva saker at gangen.



Intultion

* Inlarning via kanslor gar mycket snabbt

* Inlarning via radsla gar extremt snabbt



Forankringseffekt

* Manniskor gor sina beddmningar i relation till den forsta information de far
tillgang till.

e Ex: "Blev Gandhi 135 ar gammal?” kommer ge ett hogre medelvarde pa hur
gammal folk tror Gandhi blev an "Blev Gandhi 67 ar gammal?”

* Planteringar av budskap och tankar anvands effektivt inom teater och film

” n

e "First impressions last”, “som man baddar far man skorda”

e Tank pa detta nar det galler borjan pa er berattelse

* The poor sod - perspektivet




Paul Hansen tog bilden av Fabienne

Publicerad 2011-03-18 19:38

Femtonariga Fabienne dédades av polisen.



Priming
Krakas Bananer

e System 1 ar ett sa snabbt och automatiskt system att det lagger ihop saker i
samband daven om det inte finns nat. Om vi inte uppmarksammas pa att vi bor

kontrollera att system 1 kanske ar pa vag att gora ett fel marker vi inte att det
sker.

 Ett stimuli paverkar tanken aven om det ar ovidkommande.

* Det kallas ocksa “associationsflode”

"Bilden av alla dessa manniskor i uniform

primar inte for kreativitet”



Montage, rytmik, dynamik — redan i manus ar detta ett verktyg




Haloeffekt

* Det lilla vi vet om en person/sak speglar av sig pa hela personen/saken trots att vi
egentligen inte kanner till resten.

* “Han ser ut som en bra president”

* “"Hennes trevlighet gor henne kompetent”
* “"Han cyklar fort, han ar nog en bra tranare”
* Blanda inte ihop sak och person

e Skapa en gloria

* En liten bra sak kan om den namns tidigt och tillrackligt ofta ge stor effekt aven
om den egentligen inte har med saken att gora




Berattelse och berattande

The fabula is "the raw material of a story", and syuzhet is "the way a story is organized".

Since Aristotle's Poetics, narrative plots are supposed to have a beginning, middle and end.

This is often achieved in film and novels via flashbacks or flashforwards. For example, the film Citizen Kane starts with the
death of the main character, and then tells his life through flashbacks interspersed with a journalist's present-time
investigation of Kane's life.

The fabula of the film is the actual story of Kane's life the way it happened in chronological order, while the syuzhet is the
way the story is told throughout the movie, including flashbacks; the how.


https://en.wikipedia.org/wiki/Aristotle
https://en.wikipedia.org/wiki/Poetics
https://en.wikipedia.org/wiki/Flashback_(narrative)
https://en.wikipedia.org/wiki/Flashforward
https://en.wikipedia.org/wiki/Citizen_Kane

02006 @ @0

STORY




CITIZEN KANE: PLOT SEGMENTATION

C. Credittitle
Xanadu: Kane dies

2. Projection room:

a. ““News on the March™

b. Reporters discuss “"Rosebud™
3. El Rancho nightelub: Thompson tries to interview Susan
4. Thatcher library:

a. Thompson enters and reads Thatcher’s manuscript
™ b. Kane’s mother sends the boy off with Thatcher
First c. Kane grows up and buys the Inquirer
flashback d. Kane launches the Inquirer’s attack on big business

L__ ¢. The Depression: Kane sells Thatcher his newspaper chain
f. Thompson leaves library
5. Bernstein’s office:
a. Thompson visits Bernstein
[ b. Kane takes over the Inquirer

3 ¢. Montage: the Inquirer’s growth
Second 2 4 o

Slashback

d. Party: the Inquirer celebrates getting the Chronicle staff
e. Leland and Bernstein discuss Kane's trip abroad

f. Kane returns with his fiancée Emily
z. Bernstein concludes his reminiscence
6. Nursing home:
e a. Thompson talks with Leland
Third
Slashback L 2 S 3
¢. Leland continues his recollections
d. Kane meets Susan and goes to her room

e. Kane's political campaign culminates in his speech

b. Breakfast table montage: Kane's marriage deteriorates

f. Kane confronts Gettys, Emily, and Susan

Third -

f /'l . g. Kane loses election and Leland asks to be transferred
ashback z S

'( % ; ‘” s h. Kane marries Susan

cont.

i. Susan’s opera premiere
j- Because Leland is drunk, Kane finishes Leland’s review

k. Leland concludes his reminiscence

El Rancho nightelub:

a. Thompson talks with Susan
" b. Susan rehearses her singing

¢. Susan’s opera premiere

d. Kane insists that Susan go on singing

age: Susan’s opera career

Fourth f. St attempts suicide and Kane promises she can quit singing
Slashback g. Xanadu: Susan bored
. Montage: Susan plays with jigsaw puzzles

=

Xanadu: Kane proposes a pienie
Picnic: Kane slaps Susan

. Xanadu: Susan leaves Kane

i

Susan concludes her reminiscence

8. Xanadu:

. Thompson talks with Raymond

Fifth bt
Slashback muring **Rosebud™

~ ¢. Raymond concludes his reminiscence; Thompson talks with

Kane destroys Susan’s room and picks up paperweight, mur-

the other reporters: all leave

. Survey of Kane's possessions leads to a revelation of Rosebud;
exterior of gate and of castle; the end
E. End credits

*Hook (0-2 min.)A "No Trespassing" sign immediately grabs our attention. We enter an incredible
mansion, a palace, where the lips of a man say his dying words, "Rosebud...”

*Complication (5-13 min.)A newsreel (the use of which was innovative) gives us a capsule biography of
Charles Foster Kane, the man who just died -- wealthy, controversial, in the end lonely.

*Call to Action (13 min.)The reporters putting together the "obituary newsreel" have a missing part of the
puzzle, however. What does the dying word "Rosebud" mean? A reporter is assigned to find out.

*Act One Plot Point (23, 31 min.)Now two narrative lines develop side-by-side: the reporter's quest to find
the meaning of "Rosebud" and the deeper biography of Kane that he learns along the way. In the latter,
Kane inherits great wealth as a young man (after being shipped away as a child by his mother, who
wanted to protect him from an abusive father) but turns everything down except a struggling newspaper:
he thinks it would be fun to run a newspaper (23 min.) The reporter is told that it wasn't money that Kane
wanted, that to learn about the real Kane he must go talk to his oldest friend.

*Midpoint Plot Point (56-60 min.)Unhappily married, Kane meets a young woman who likes him even
though she has no idea how rich and famous he is. He begins an affair with her, which he continues even
after entering the race for governor. Later he will choose the other woman over his wife (69 min.), even as
it destroys his political career.

*Act Two Plot Point (104-6 min.)Kane builds an opera house for "the other woman" who becomes his
wife. She's a terrible singer, and when she attempts suicide after his continuing bullying about her doomed
career (96 min.), he retreats with her into the seclusive life of the palace. She finally can't stand it any
longer and leaves him (104-6 min.).

1.Climax and Resolution (114-7 min.)The reporter never learns what "Rosebud" means. As Kane's
possessions are burned, his childhood sled is thrown into the fire -- the sled named Rosebud. All his life,
Kane longed for the simple but momentary happiness of his childhood before he was sent away.



COCAOn

EMMANUELE RIVA

mp HIROSHIMA
7 MON.\
) AMOUR
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e MARGUERITE DURAS
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Tre filmer som verkligen utmanar askadaren ifht till berattelse och berattande



Chronological Sequencing

(Fabula / Story Order)

Fabula versus Sujet in Memento

1:45 1 ;
'|
1:30 :| H
)
1:15 II 'I
-
1:00 |l ”
|
0:45 :l I|
|l
.
030 | |
015
0:00
1 2
0:00

Movie Start / Story End

(Photo of Dead Teddy)

| S
TR
e
[
[
-
TR
[
[
[
I |
I |

— — Cuts to Other Timeline

—— Color Sequences ﬁgl?lf‘:osr:?rtds
—— Black and White Sequences waking up
at Natalie's
Story Star 2nd Day starts
. ’ with Leonard
il ("Sao, where are you?") )
:r’ L at Reservoir
(
|| | | H— Transition BV to Color
’,4 G (Photo of Dead Jimmy)
(I F Movie End
| |/L,E/[D | ("Mowe, where was |7")
[ ” 1

0:45 1:00 1:15

Progression of Movie
(Sujet / Plot Order)

1:30

1st Day starts

with Leonard
in Motel

on the phone

1:45 2:00



Samuel HADIDA presents
CHRISTIAN SLATER PATRICIA ARQUETTE
Dennis HOPPER
Val KILMER
Gary OLDMAN
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Rising drama to an apex with essential plot points




- Plots points — handelser nodvandiga for handlingen
- Vandpunkter — situationer, handelser som har med karaktarens “resa” att gora.

Romantiskt lyckligt slut

Filmen
Elvisscenen - vardagen Pappan far besék av Lou — dédas C & A dyker upp hos Dick i LA
Lou far veta att C dragit till LA (sid 61) P3 Pinks — hur traffades ni?
Romantisk VO C & A ringer Dick fran Vegas, tif kiosken Dick ser kokainet Shootout - C dor nastan,
. " raddas av A

X . - ska hjdlpa dom hitta képare

Bio scenen - de tréffas C far info om Drexl och Lou av _ . Flovd skvallrar i
pappan och drar mot LA — svara problem Cintro Elliott oyd skvallrar igen
Paj scenen
Dick pa casting i LA Intro Lee - kdparen Efter tvekan, de gar in pa hotellet
| serie butiken
C & A dyker upp hos pappan Floyd traffar Virgil - skvallrarl Elvis och C igen
Ligger med varann Behover hjalp!
. A tycker det var romantiskt C forsoker 6vertala E far micken
Tak scenen, sid 21 - — hittar kokainet, behaller det Lee

Far veta att A &r call girl - friar
A traffar Virgil och dédar honom

C har sin uppgorelse med Drexl| —_ behsller kokainet

De gifter sig... - far maffian efter sig (om han inte limnat kérkortet...)

men det finns en Drexl| o o
. . Elliott aker fast — blir tjallare
C moter Elvis

Flygplatsen: C & A drommer om

Drexl intro sitt liv nir dealen dr done



C har sin uppgorelse med Drexl men Id kort blir kvar

- far maffian efter sig Flygplatsen: C & A drommer om
Elvisscenen (die young) - vardagen . . sitt liv ndr dealen ar done
C méter Elvis A tycker det var romantiskt — hittar
. kokainet
Drexl intro - knarkskurk ) ) E far micken
De gifter sig Elliott aker fast — blir tjallare
C& A dyk?f_ ur')p hos pappan Dick ser kokainet - de har behallit det Floyd skvallrar igen
Behdver hjalp! "Tak scenen”, 34— Cfriar - ska hjilpa dom hitta kbpare

. . L C har en monolog i kameran

Dick pa casting i LA ) )

I serie butiken ) ) . Efter tvekan, de gar in pa hotellet
Cintro Elliott (harifran ganska samma)

C far info om Drexl av pappan och drar mot LA A triffar Virgil och dédar honom

Pai . .
a scenen - Behaller kokainet... Elvis och C igen
C & Aringer Dick fran Vegas Bio scenen — de triffas Intro Lee - képaren )
. ) ) C férsdker évertala Shoot tout - C dédas
Pappan far besok av Lou — dodas P4 Pinks — hur traffades ni? Lee
Lou far veta att C dragit till LA (sid 21 A kommer undan

med pengarna
Gar mot solnedgangen
Vemodigt slut

C & A dyker upp hos Dick i LA Floyd traffar Virgil- skvallrar

»
>

Manus



C har sin uppgorelse med Drexl men Id kort blir kvar

- far maffian efter sig

Elvisscenen (die young) - vardagen
C moter Elvis

Drexl intro - knarkskurk
De gifter sig
C & A dyker upp hos pappan

Behover hjilp! "Tak scenen”, 34— C friar

Dick pa casting i LA
| serie butiken

C far info om Drexl av pappan och drar mot LA
Paj scenen

C & Aringer Dick fran Vegas Bio scenen — de traffas

Pappan far besdk av Lou — dodas
Lou far veta att C dragit till LA (sid 21

Pa Pinks — hur traffades ni?

C & A dyker upp hos Dick i LA

Flygplatsen: C & A drommer om

sitt liv ndr dealen dr done

A tycker det var romantiskt — hittar
kokainet

E far micken

Elliott aker fast — blir tjallare

Dick ser kokainet - de har behallit det
- ska hjdlpa dom hitta kdpare

C har en monolog i kameran

Cintro Elliott (harifran ganska samma)

A traffar Virgil och dédar honom

- Behaller kokainet

Intro Lee - kbparen
C forsoker 6vertala

Lee

Floyd traffar Virgil- skvallrar

Floyd skvallrar igen

Efter tvekan, de gar in pa hotellet

Elvis och C igen

Shoot tout — C dodas

A kommer undan

med pengarna

Gar mot solnedgangen
Vemodigt slut

Pappan far besok av Lou — dodas

Elvisscenen - vardagen Lou far veta att C dragit till LA (sid 61)

Romantisk VO C & Aringer Dick fran Vegas, tif kiosken

Bio scenen — de traffas C far info om Drexl och Lou av

pappan och drar mot LA — svara problem
Paj scenen
Dick pa casting i LA
| serie butiken
C & A dyker upp hos pappan

Ligger med varann Behover hjalp!

A tycker det var romantiskt

Tak scenen, sid 21 - - hittar kokainet, behaller det

Far veta att A &r call girl - friar

C har sin uppgorelse med Drexl|

De gifter sig... — far maffian efter sig (om han inte limnat kortkortet...)

men det finns en Drexl|

C moter Elvis

Drexl intro

C & A dyker upp hos Dick i LA

Pa Pinks — hur traffades ni?

Dick ser kokainet
- ska hjdlpa dom hitta képare

Cintro Elliott

Intro Lee - kbparen

Floyd traffar Virgi - skvallrarl

C forsoker 6vertala
Lee

A tréffar Virgil och dédar honom
- behaller kokainet

Elliott aker fast — blir tjallare

Flygplatsen: C & A drommer om
sitt liv ndr dealen ar done
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Romantiskt lyckligt slut

Shootout — C dor nastan,
raddasav A

Floyd skvallrar igen

Efter tvekan, de gar in pa hotellet

Elvis och C igen

E far micken
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Pulp Fiction

Positive

Negative

P Act 1 L Act 2 : Act 3

‘3 diner : 1crash - : 4 date : 5 gold watch

. 2 bonnie

crash execute high friendly oD saved dead revenge Marv. Wolf help up kept suitcase
near miss hold up no kill
told to fall watch shoot Mar. caught Saves Mar.
hold up hold up Jules getaway
friendly disco friends



NON -ADHD STORY TELLING
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Constantly talking isn’t necessarily communicating.

PAUS



ARCHPLOT STRUCTURE Inmost Cave

(AKA: Classic plot, the hero’s journey, goal-oriented plot, Aristotelian story shape, energeia plot, Also Known As:

and Hollywood screenwriting structure) Energetic Marker 3: Crisis
Dark Night of the Soul
Abyss and Revelation
Plot Point Two

Act Two Climax

Archplot is a goal-oriented plot where, “for better or worse, an event throws a character’s life out of bal-
ance, arousing in him the conscious and/or unconscious desire for that which he feels will restore balance,
launching him on a Quest for his Object of Desire against forces of antagonism (inner, personal, extra-
personal). He may or may not achieve it” (McKee, 196). Film Examples: Toy Story, The Godfather, Back to

Seizing the Sword
Also known as:
= Energetic Marker 4: Climax

the Future, Star Wars, Etc. (Most American Hollywood films use arch plot). Book Examples: Harry Potter « The Major Assault b Th_ﬁ’ C/imax )
(Rowling), Hunger Games (Collins), Speak (Anderson), Pride & Prejudice (Austen), Hamlet (Shakespeare), = Seizing the Prize
= Death of the Ego &—— .
The Odyssey (Homer), etc. . = Transformation
= Death Experience . Finale
“I took a master class with Billy Wilder once and he said that in the first act of a story you put your character up in a = Rock Bottom = Break Into Three
tree and the second act you set the tree on fire and then in the third you get him down.” - Gary Kurtz (Film Producer) = The Ordeal « The Final Incident
= The Crisis @
= Big Change

Epiphany

Tests, Allies, and Enemies

Also known as:

The Fun and Games
Resistance and Struggle
Rising Action and Obstacles
Belly of the Whale

Crossing the First Threshold
Also known as:

= Energetic Marker 1: End of
the Beginning
The Point of No Return
Committing to the Goal

Final Push

Also known as:
= The Descent
= The Sprint

Return with the Elixir

Also known as:

= Transformation and Return
Rapidly Falling Action
The Road Back

Refusal of the Call
Also known as:

= Threshold Guardians = Act One Climax = Push to Breaking Point - Denou?ment
= Defining Moment = Plot Point One = The Special World @ . * New Life

= Separation = Break into Two = Road of Trials Approaching Inmost Cave * Resolution

= Reluctance = Turning Point One Also known as: = Aftermath

= Challenges and Temptations A New Status Quo
Grace and Fall

Resistance and Struggle
Complications and Higher Stakes

The Bad Guys Close In

= New Situation
= The Debate
= Meeting Mentor

The Threshold
Awakening

Mid-Point = Intensification
Also known as: * Preparation
M = Energetic Marker 2: * Rising Action
Also known as: Halfway Point » Obstacles
= Inciting Incident X « Mid-Act Climax
* The Call to Action ' = Moment of Grace or the
* The Catalyst X Mind-Fuck Moment
1 = Moment of Enlightenment
' = Commitment to the Journey
Ordinary World N | ! = Progress
rdl | !
Also known as: \
= The Known I I I I I I I I I An average Hollywood
" The Set-Up 1 10 20 30 40 50 60 70 80 90 100 110 120| flimis 120 minutes
= The Status Quo long. Using screenplay
= Limited Awareness format, one page = one
minute of screen time.
ACT ONE: BEGINNING ACT TWO: MIDDLE ACT THREE: END
Set-Up / Incitement / Ordinary World Confrontation / Set Back / Special World Resolution / Climax / Ordinary World

Information on this handout comes from the following sources: The Plot Whisperer (Alderson), The Hero with a Thousand Faces (Campbell), Novel Writing Help (Chapman), Screen-
. play (Field), The Sequence Approach (Guilino), Writing Screenplays that Sell (Hauge), Inside Story (Marks), Story (McKee), Tools for Analyzing Prose Fiction (McManus), Save the Cat
Ingrld Sundberg 2013 (Snyder), Three Act Structure (TV Tropes), The Writer’s Journey (Vogler), and The Moral Premise (Williams).



Varfor just den har berattelsen?

* Vad ar var avgorande ingang till att borja beratta? Varfor berattar vi
overhuvudtaget?

* Det kan lata sjalvklart men det ar det langt ifran alltid. Vi kan se det ur
tva perspektiv. Internt och externt. Naturligtvis ar bada dessa skal
viktiga, men lat oss anta att vi vet varfor och vad vi ska beratta, nar ni
sen analyserar resultat gor det ur publikens synvinkel: star det lika
klart for dem vad som ar vart |6fte till dem?

 Varfor ska de engagera sig i oss med sin tid? Varfor ska de lyssna?
Fran titel till eftertexterna bor detta finnas i atanke.

* VVad och hur i god balans



En barande idé

* Varje berdttelse bor ha EN grundidé — ett tema som man utgar ifran.

e Romeo och Julia? Karleken ar starkast. Och berattelsen bevisar detta.
True romance?

* En gang till: berattelsen sager inte detta. Berattelsen bevisar detta
genom huvudpersonernas val och handlingar.

* En berattelse som for tydligt vill sdga oss nagot kanns inte lika
trovardig som en som far oss att kanna detsamma.



| BEGIN WITH AN
IDEA, AND THEN
IT BECOMES

SOMETHING ELSE.




CONTENT

Adventure Cock Caper Murder
Environment Ransom Courtroom  Mystery
Labyrinth Countdown Espionage Cozy
Monster Holdout Newspaper Master
Doomsday Fate Prison Detective
i _ Hi ical
Dudl Epic Western War Thriller Organized,  i%eresl
Hunted Rebellion Crime Paranormal
Revnge  Vigtaree V <V Moir/Hardbolled
Machiavellian Savior
Propaganda Uncanny
Classical Brotherhood Supematural
Transition L Superuncanny
Vengeance
Professional Legal  Journalism
Military  Political
. Serial Psychological
c.:::::"s Killer Financial
Obos Medical ~Woman in
session Espionage Jeopardy
Hitchcock  Child in
Tragic Jeopardy
Admiration Punitive I\ Education
Redemption Revelation e
Testing Maturation Strukturen ar ju bara ett av ganska
ST”“"‘:" Disillusionment ° . .
urrenager
manga val — det ar inte den ni ska

T STORY STRUCTURE vara slav under. Ni ska gora den till
er tjanare.

Human Magical Poetry

Minimalism

Scnce P b
antaSV

Alternate History, Post-

Cyberpunk, Hard Science, Modemn
Soft Science, Military, Documentary

Romantic, Space Opera,

Pose Apocalypric,/Dystopian | cartoons || Literary |

\ Cinematic | | Theatrical |

__Factualism | Musical | | Dance |

GENRE

REALITY - STYLE



Koncept och tema

* High concept: saker dar yttre fOrutsattningar som varlden och formen ar lika
viktiga som innehallet. James Bond, Star Wars och den typen.

* Koncept — det har handlar om att satta formen pa berattelsen sa att man forstar
dess logik och helhet. T.ex.: "Romeo och Julia under 2:a varldskriget i
musikalform”...

* Temat — det kan finnas flera och alla kanske inte ens ser samma sak. For vissa
projekt fyller det ingen funktion att tala om for vissa ar det hela saken. Det kan

dock vara bra for bestallaren att fa det skrivet pa nasan.

. Gerl1(re ar mer overgripande och generellt an koncept. Konceptet ska helst vara
unikt.



Genre

* Ar det en komedi, ett drama eller en tragedi? Dessa olika genres
fungerar valdigt, valdigt olika. Komedin ar i sin renaste form helt fri
fran andra regler an grundfundamentet: underhallning, varje ruta,
varje scen, varje sekund.

e Darfor lanar komedier ofta in dven den dramatiska formen, for att fa
en framatrorelse och en berattelse. Dramakomedin eller
actionkomedin den romantiska komedin.



FILM GENRE POPULARITY 1910-2018 80 MccheAD? N @

This graphic shows film genre popularity over time, represanted as the percentage of all films released that year with the specified genre tagged on IMDB. Each genre has a different axis
range, so these lines show popularity relative to other years, not necessarily relative to other genres
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Premissen

* Premissen

* Vad handlar berattelsen om? Hur kan huvudkonfliktens
sammanfattas?

* Premissen for Romeo och Julia:
Tva unga personer, fran tva maktiga familjer som ligger i blodig
konflikt, blir foralskade i varandra

* Premissen ger en hint om vad for berattelse vi har framfor oss



Karaktar, plot eller plattform?

Ganska grundlaggande ar att veta vad som driver berattelsen, eller vad det ar for sorts berattelse. Ofta kan det hjalpa att se pa forsta
akten: kommer berattelsen till karaktarerna eller ar det hos karaktarerna berattelsen uppstar?

* Karaktarsdrivet —> en karaktdr har ett dilemma som hen tar sig an och som pa nat vis transformerar hen. Drama, humor, romantik.
Nanting hos karaktarerna driver berattelsen. Queens Gambit, Fleabag, Erin Brockovich

* Plotdrivet -> ett dilemma som en eller flera karaktarer tar sig an utan att det nédvandigtvis transformerar dem eller ar personligt
for dem. Action eller krim. The_!(illiné, Beck _ R . . o
Nanting utanfor karaktarerna satter dem i handling. Tintin far ett uppdrag. Han utvecklas inte direkt, vill vill inte det heller.

* Plattform -> en intressant arena som t.ex. en plats eller handelse dar ett flertal karaktarer samverkar. The office, Mad Men, The
wire, klassiska langserier som Rederiet eller Dallas ar plattformar som roterar kring en cirkular konflikt som aldrig ska l6sas. Det ar

sjalva dverenskommelsen med publiken. _ _ ) . . . .
araktarernas forhallande till plattformen/den eviga konflikten satter dem i handling. Massa smaplottar, multi-plots.

* Manga berattelser ar naturligtvis en mix av dessa. Tex Sharp Objects, The Night of, Unbelieveble, White Lotus, Six Feet under



Film vs TV

* Om idén dar lamplig som dramatiskt stoff, alltsa innehaller intressanta personer,
dilemman, handelsekedjor, bilder som passar bildmassigt berattande — da gar ni vidare.

Vilken form passar bast?

* Film —mer visuellt medium, dramaturgiskt ocksa mer lampligt foér nanting dar berattelsen
till sin form ar ganska ren, har en tydlig inramning med tydlig, borjan mitt och slut.

* TV-serien behover ett storre material, fler karaktarer, mer lamplig for koncept, allra bast,
tycker jag, att passar TV fér multiplot, multi-karaktarer och plattform. Manga serier kdnns
som superlanga filmer. Har ni tillrackligt med material (och vandpunkter) for 6 timmar?

e Ljuddrama kanske?



Cykliskt - plattform

e TV-serien ar komplex, har finns det erradgenres som man tvingas forhalla sig till. De flesta
serier jobbar med ett parallellt berattande med flera olika karaktarers viljor korsande
varandra, ofta med mer fokus pa en eller tva karaktarer per avsnitt.

* Ofta ser man till att avsluta en berattelse per avsnitt men ocksa att Idmna en hook till
nasta. Den sa kallade cliff hangern.

 Metoden ar densamma i allt berattande. Handelserna hanger ihop och pekar framat.
Man vill veta mer.

* Per avsnitt tanker man som fér en langfilm, att bygga upp en spdnning som man sedan
avslutar i nagot som liknar klimax men som anda pekar framat. Som helhet ar den langa
serien inte menad att ta slut. Den lockar med en varld av karaktarer man verkligen vill
lara kanna mycket mer.

* Plattformsserien dr alltsa mycket beroende pa vilka karaktarer som befolkar den. Om
langfilmer ofta ar handlingsberoende sa ar serier i hogre grad karaktarsberoende.



Langden paverkar dispositionen

* Med berattelser med rorliga bilder har, enkelt uttryckt, tre sorters
medium att jobba med: kortfilmen, langfilmen och TV-serien.

* Rent dramaturgiskt skiljer sig dessa former ganska mycket at. Min
verktygslada som manusforfattare ar annorlunda nar jag skriver ett
TV-drama an nar jag skriver en langfilm.

* Film ar massa bild och lite prat. Tv ar massa prat och lite bild. Teater
ar hysteriskt mycket prat och mycket lite bild. Eller? Det finns inga
regler.



Sasongen

Episoderna

s Akterna och scenerna

Samma uppbyggnad galler for helheten som for delarna



Season Map

ACT 2

Climax of Midpoint Climax of
Act One (a big twist) Act Two

: : :  Climax of
Act Three
Crisis :

AS

It
Inciting e 5
Incident : . Action
: : : * cend‘“g

ACT 3

Denouement

(wrap-up)

liff hanger




THE THREE LEVELS OF CONFLICT

xraF ersonal COnf[iq

° ersonal [Conflices

INNERMOST o
- [s] +8
SELF =<

:

EMOTIONS

Skapa flerdimensionella karaktarer som drivs

av ett yttre mal, kanske vill gifta sig, vill vinna ett
pris, vill nagot — genom sin kamp for att uppnar
detta far hen nagot annat, ett sammanhang eller en
insikt som vi som publik langs vagen insett ar ett
behov hos karaktaren.

Karaktarerna bor har inre konflikter saval som
externa — med en san har bild kan man inspireras
och gora sig funderingar om hur dessa ska anvandas
och fungera. Det finns massor av sana har olika,
bilder, ta en som fungerar for er.



Stanislawskij — bra ocksa vid skrivande

1. WhoamI?

Here you must think of the 3 aspects of your character, physically, sociologically and psychologically. Also, for each scene you write, think of the

current state of being of this character. If he just found out his girl is cheating on him, he would not be exactly the same person as in the scene

Befor?. The scriptwriter must be specific enough as to what character is it. It cannot be played by either De Niro or Gerard Depardiue, it needs to
e a clear picture.

2. Where am I?
And what is the relation of the character to this place - a familiar place, first time there, doesn't fit, etc.
3. When?

Day, ¥ear, weather. Why now? What happened before? It relates to what we wrote on the first question: the time of the scene creates the
specific state of our character. If | just came to a date after a sweaty bike ride, | won't act the same, | won't sound the same.

4. What do | want?

This changes from scene to scene and even inside the scene. Each unit in the scene has its goals and actions of the characters inside it. Say | want
to kill a spider. But then | look up closely and I'm amazed by its beauty. Now | don't want to kill it, | just want to catch it. so | do what's needs to be
done, gets a nice jar and all, only to find out the spider is not so beautiful from inside the jar. So | want to let it go. But not in my house. So | go
downstairs and let it free in the garden. Then | see this really cute guy. And again, | have a new goal...you get the point.

5. Why do | want this?
You always need to know the Why, which is by far more important than the What of the action. It gives the action the life it needed (no, it's not in

the gasoline!). Say your character needs a coffee in the morning. She needs it real bad, because she hasn't been sleeping and she has a very
important meeting in an hour. Now she finds out the coffee's over. She reacts differently than just a person who likes to drink coffee in the

morning.
6. How will | achieve my goal?
Simply put, the actions | need to perform to get what i want. Open the drawer and get that Jacob's, to make myself the coffee | want.

7. What must | overcome?
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Modern achetypes

Order

Introvert

MYSTIC

action europe | beijing | copenhagen | diissq

~ Innocent
Orphan
Warrior
Caregiver
Seeker
Lover
Destroyer
Creator
Ruler

Magician

~ Sage

Universal human desire &
How each archetype meets the desire

BOY/GIRL
NEXT DOOR

Caregiver

Extrovert

Everyman

Chaos

Discipline, courage, determination, skil

Community, nurturance, compassion, generosity

Passion, commitment, enthusiasm, sensual plea
Metamorphosis, revolution, capacity to let go
Creativity, vision, skill, aesthetics, imagination
Responsibility, sovereignty, control, systems sa
Transformation, catalytic, or healing power

Wisdom, nonattachment, knowled

structure to

- Destroyer

Creator
Ruler

Magician

sage

Creator Innocent
[
I

Sage

Provide
Yearn for \ Explorer

the world [l Paradise

Leave a
mark on
the world

Outlaw

Magician

Lover Hero

Naiveté, childish dependence, denial, obliviousness
Cynicism, tendency to be victim or victimizer, chronic
Fear of impotence leading to ruthlessness, arrogance

Martyrdom; enabling others, co-dependence, quilt-tri

Inability to commit, chronic disappointment, alienaﬁ{m),f, in

Objectifying others, romance or sex addictions, outnf
Doing harm to self or others, out-of-control anger,

Self-indulgence, poverty, perfectionism, prima-do

erle

CAREGIVER CREATOR

EVERYPERSON INNOCENT ﬁ

JESTER

LOVER

q

SAGE

EXPLORER

HERO REVOLUTIONARY
MAGICIAN




YOUR ALL-PURPOSE GUIDE TO EPIC MOVIES

GRAPHIC BY PATRICK GARVIN | GLOBE STAFF

AS YOU MAY have heard, a movie just opened this
weekend —the last installment of an epic where a re-
luctant hero is guided by a wise sage through a dan-
gerous magical world where he eventually confronts a
villain of unknowable power. And, of course, there’s a
comic sidekick and a traitorous schemer along the way.

That would be “Harry Potter,” of course. Or is it “Star
Wars”? “The Lord of the Rings”?

If you ever get the feeling you're seeing the same
movie over and over—well, history agrees with you.
In 1949, the writer Joseph Campbell boiled centuries
of human fairy tales and quest myths down to an es-

sential list of archetypal characters. Today, his book
“The Hero With a Thousand Faces” reads eerily like a
plot guide to the great cult-favorite movie franchises of
our time, from the elaborate world of “Harry Potter”
to....um, Pixar cartoons. Don’t believe it? Just check
the chart.

The Hero

“More or less human in
character, through whom the
world destiny is realized”

“Harry Potter”

series
Harry Potter

“Star Wars” Luke
series Skywalker

\)
Haa

“The Matrix”
series

“Lord of
The Rings”

“Finding
Nemo”

The Ancient Mystagogue
“The Wise Old Man... whose
words assist the hero through
the trials and terrors of the weird
adventure”

Morpheus

Gandalf

SOURCES: Joseph Campbell, “The Hero With a Thousand Faces”; Internet Movie Database

The Enemy The Threshold Guardian The Shape-Shifter The Trickster
“Great and conspicuous in the “The first problem of the hero to An ambiguous character whose Comic relief, to offset the
seat of power” surpass” loyalties and values are not dramatic tension

always clear

Quirrell
Voldemort

Darth Vader
Stormtroopers

€4
A

Agent Smith

Aragorn

Sauron

NOTE: Your opinion may vary.

Snape

Ron Weasley

C-3P0 and R2-D2

There's not much to laugh at
in “The Matrix.”

Merry
and Pippin

Gill

PATRICK GARVIN/GLOBE STAFF



Men akta er for att anvanda arketyper pa ett ytligt vis — det ar tyvarr ganska vanligt
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Konflikt

* Karnan i alla dramatik ar konflikt. En person vill nagot valdigt mycket, stora
hinder star i vagen for denna vilja.

* En liten kort hob maste bara en ring till Mordor.

* Den enklaste storyn som finns ar helt enkelt som sporten. Boxning, fotboll,
schack. Bada vill samma sak, bara en kan fa det. Fragan uppstar direkt hur
ska det ga?

* Som ni sakert markt med sporten dr det lite roligare om man haller pa
nagot av lagen. Detsamma galler dramatiken.

* | filmen har vi ofta en sa kallad hjalte, en protagonist (vart lag) och en
skurk, antagonist (deras lag). En vill radda varlden, en storta den.

* Vi antas identifiera oss med h{'éltenooch dennes vedermodor. Dennes kamp
att overvinna skurken, som alltid maste vara starkare an hjalten fran
borjan. Tank Darth Vader. Eller, for att byta genre, tank Titanic.






Forandring & utveckling

* En annan nyckelfaktor ar namligen forandring. | en klassisk film borjar
protagonisten pa 0 och slutar pa 100. Fran loser till hero. Det ar Luke Skywalkers
vag och det ar Hugh Grants vag. Men har ar det stor variation.

* Det finns manga hjaltesagor dar hjalten star pa 100 redan i borjan och egentligen
mest Overvinner massa enorma hinder, men da brukar det finnas andra runt om
som utvecklas eller en antiutveckling, ett klassiskt exempel pa detta ar Gokboet.
Dar Nicholson gar fran 100 till O medan hans handlande férléser Indianen fran
apati.

* Men berattelser foljer sin tid. En mycket vanlig sort idag ar de dar huvudrollen ar
en sorts antihjalte. En komplex och sammansatt karaktar, det ar inte alls sakert att
huvudrollen ar den goda, eller ens sarskilt sympatisk.

* American Psycho trailer
e http://www.youtube.com/watch?v=8jVNmgHKweU



http://www.youtube.com/watch?v=8jVNmgHKweU

Situationer, handelser, dilemman

* Berattelsens “karaktarer” ska beskrivas genom sina val inte genom
statiska pastaenden.

* Show, don’t tell...



Olika sorters berattelser

(1)

(2) Adventure
(3) Pursuit

(4) Rescue

(5) Escape

(6) Revenge
(7)

/) The Riddle

(
(
(
(
(
(

8) Rivalry
9) Underdog

)
)
10
B
12
13

Maturation

) Temptation
Metamorphosis [physical]

)
) Transformation [moral/spiritual]
)

) Love

) Forbidden Love
) Sacrifice

) Discovery

) Wretched Excess
) Ascension

20) Descent

(14
(15
(16
(17
(18
(19
(



Themes
property & power

heroism

revenge

fate/misfortune

conflict with authority

family matters

curiosity, justice,
truth-seeking

Dramatic Situations
(1) Supplication, (10) Abduction, (12) Obtaining

(2) Deliverance [i.e. rescue, salvation], (5) Pursuit,
(9) Daring Enterprise

(3) Crime Pursued by Vengeance,
(4) Vengeance Taken for Kindred Upon Kindred

(6) Disaster, (7) Falling Prey to Cruelty of Misfortune

(8) Revolt, (24) Rivalry of Superior and Inferior,
(31) Conflict with a God, (30) Ambition

13
23
27
35

Enmity of Kinsmen, (14) Rivalry of Kinsmen,
Necessity of Sacrificing Loved Ones,
Discovery of the Dishonor of a Loved One,
Recovery of a Lost [Loved] One

(
(
(
(

T — o

(11) The Enigma [i.e. mystery]

Themes

sex and love

insanity

error /unintended
consequences

(self-)sacrifice

grief / guilt

Dramatic Situations

(15) Murderous Adultery,

(18) Involuntary [i.e. accidental] Crimes of Love[/Lust],
(25) Adultery, (26) [Voluntary] Crimes of Love[/Lust],
(28) Obstacles to Love, (29) An Enemy Loved

(16) Madness

(17) Fatal Imprudence,

(19) Slaying of a Kinsman Unrecognized,

(32) Mistaken Jealousy, (33) Erroneous Judgment,
(37) Mistaken Identity

(20) Self-Sacrificing for an Ideal [i.e. martyrdom],
(21) Self-Sacrifice for Kindred,

(22) All Sacrificed for [a] Passion

(34) Remorse, (36) Loss of Loved Ones



De 36 dramatiska situationerna

1. B6n om befrielse e 20. Offrasig for ett ideal

2. Befrielse e 21. Offrasig for en narstaende

3. Brott och hdmnd . 22. Offra sig for en lidelse/passion/karlek

4. Blodshamnd *  23.Nodvandighet att offra en alskad

5. Forfoljelse + 24, Rivalitet mellan en 6verligsen och en underligsen MyC ket b ra

6. Katastrof . 25. Aktenskapsbrott/ otrohet |n S po fo r att
7. Offer for olycka eller illdad *  26. Brottslig karlek h |tta rO relse r
8. Revolt e 27.Upptackt av en dlskads vanara .

9. Djarvt foretag *  28.Forhinder av karlek Inom scenerna
10. Bortférande e 29.Alska en fiende

11. G3ta e 30.Arelystnad

12. Na sitt mal *  31. Konflikt med gud

13. Familjehat *  32.Oberattigad svartsjuka

14. Rivalitet inom familjen *  33. Misstag/ felaktigt démande

15. Aktenskapsbrott eller mord +  34.Anger

16. Galenskap + 35, Aterfinnandet av en férlorad

17. Odesdiger obektinksamhet *  36. Forlust av en dlskad

18. Ofrivilliga kérleksbrott

19. Dédandet av icke identifierade anhoriga



Dramaturgin utvecklas ocksa

* Man kan dra olika slutsatser om vad det sager om var tid, men kanske vi
kan n6ja oss med att i den totala flod av berattande vi vuxit i har vi blivit sa
extremt vana vid en viss form att vi vill ha variation, och sa ar vi tillbaka dar
vi borjade.

* En berattelse ska underhalla. Den maste 6verraska och vacka nyfikenhet
och skaka om. Darfor maste ibland aven formen fornyas, utvecklas och
overraska. Samtidigt vad ska vi saga om Macbeth — ar han ond eller god?

e Kanske ar det som Falstaff sager i Henrik IV:
"Commit the oldest of sins in the newest kind of way”

* Med detta sagt ska nu lara oss de mest grundlaggande formerna. Old
school.



Akt 1

* Den avgorande handelsen, tvivlet & det stora beslutet

* En av varldens basta filmare genom alla tider, Billy Wilder lar ha sagt
”If you have problem in your third act, the problem is in your first
act”. Borjan bestammer slutet. Allt stalls upp i bérjan sa har man
problem att sammanfatta det hela har man antagligen inte formulerat

borjan ordentligt. Ju tydligare detta kan goras — sa mycket kraftfullare,
se har bara:

e Fucking Amal



ARCHPLOT STRUCTURE Inmost Cave

(AKA: Classic plot, the hero’s journey, goal-oriented plot, Aristotelian story shape, energeia plot, Also Known As:

and Hollywood screenwriting structure) Energetic Marker 3: Crisis
Dark Night of the Soul
Abyss and Revelation
Plot Point Two

Act Two Climax

Archplot is a goal-oriented plot where, “for better or worse, an event throws a character’s life out of bal-
ance, arousing in him the conscious and/or unconscious desire for that which he feels will restore balance,
launching him on a Quest for his Object of Desire against forces of antagonism (inner, personal, extra-
personal). He may or may not achieve it” (McKee, 196). Film Examples: Toy Story, The Godfather, Back to

Seizing the Sword
Also known as:
= Energetic Marker 4: Climax

the Future, Star Wars, Etc. (Most American Hollywood films use arch plot). Book Examples: Harry Potter « The Major Assault b Th_ﬁ’ C/imax )
(Rowling), Hunger Games (Collins), Speak (Anderson), Pride & Prejudice (Austen), Hamlet (Shakespeare), = Seizing the Prize
= Death of the Ego &—— .
The Odyssey (Homer), etc. . = Transformation
= Death Experience . Finale
“I took a master class with Billy Wilder once and he said that in the first act of a story you put your character up in a = Rock Bottom = Break Into Three
tree and the second act you set the tree on fire and then in the third you get him down.” - Gary Kurtz (Film Producer) = The Ordeal « The Final Incident
= The Crisis @
= Big Change

Epiphany

Tests, Allies, and Enemies

Also known as:

The Fun and Games
Resistance and Struggle
Rising Action and Obstacles
Belly of the Whale

Crossing the First Threshold
Also known as:

= Energetic Marker 1: End of
the Beginning
The Point of No Return
Committing to the Goal

Final Push

Also known as:
= The Descent
= The Sprint

Return with the Elixir

Also known as:

= Transformation and Return
Rapidly Falling Action
The Road Back

Refusal of the Call
Also known as:

= Threshold Guardians = Act One Climax = Push to Breaking Point - Denou?ment
= Defining Moment = Plot Point One = The Special World @ . * New Life

= Separation = Break into Two = Road of Trials Approaching Inmost Cave * Resolution

= Reluctance = Turning Point One Also known as: = Aftermath

= Challenges and Temptations A New Status Quo
Grace and Fall

Resistance and Struggle
Complications and Higher Stakes

The Bad Guys Close In

= New Situation
= The Debate
= Meeting Mentor

The Threshold
Awakening

Mid-Point = Intensification
Also known as: * Preparation
M = Energetic Marker 2: * Rising Action
Also known as: Halfway Point » Obstacles
= Inciting Incident X « Mid-Act Climax
* The Call to Action ' = Moment of Grace or the
* The Catalyst X Mind-Fuck Moment
1 = Moment of Enlightenment
' = Commitment to the Journey
Ordinary World N | ! = Progress
rdl | !
Also known as: \
= The Known I I I I I I I I I An average Hollywood
" The Set-Up 1 10 20 30 40 50 60 70 80 90 100 110 120| flimis 120 minutes
= The Status Quo long. Using screenplay
= Limited Awareness format, one page = one
minute of screen time.
ACT ONE: BEGINNING ACT TWO: MIDDLE ACT THREE: END
Set-Up / Incitement / Ordinary World Confrontation / Set Back / Special World Resolution / Climax / Ordinary World

Information on this handout comes from the following sources: The Plot Whisperer (Alderson), The Hero with a Thousand Faces (Campbell), Novel Writing Help (Chapman), Screen-
. play (Field), The Sequence Approach (Guilino), Writing Screenplays that Sell (Hauge), Inside Story (Marks), Story (McKee), Tools for Analyzing Prose Fiction (McManus), Save the Cat
Ingrld Sundberg 2013 (Snyder), Three Act Structure (TV Tropes), The Writer’s Journey (Vogler), and The Moral Premise (Williams).






Anslaget

* En film har alltid ett anslag som ska locka en in.

* Anslaget ska beratta vad det har ar for en sorts film, inte alltid beratta
om sjalva storyn. Man ska ana och langta till resten. Fa gor det battre
an mister Tarantino. Nar vi sett det har anslaget vet vi inget om

filmens berattelse men allt om vad vi kan forvanta oss. Give us more
ar kanslan.

* Tarantino, Pulp fiction



Inledningen

* Den avgorande handelsen & det stora valet

* Sen foljer en inledning som presenterar oss for berattelsens viktigaste
personer och vad de vill, det vill saga vad filmen handlar om, vilka drommar
har var hjalte? Filmhistoriens kanske mest efterapade 6ppning.
Huvudpersonen, som redan ar dod, berattar hur det gick till.

* Sunset Blvd
e http://www.youtube.com/watch?v=r9TIDthclHU&feature=related
* Det behdvs inga ord, om situationen ar tillrackligt arketypisk fattar vi allt:

* En karlekshistoria
e http://www.youtube.com/watch?v=e-Y-HoKQOdU



http://www.youtube.com/watch?v=r9TIDthcIHU&feature=related
http://www.youtube.com/watch?v=e-Y-HoKQOdU
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FOrsta vandpunkt

e Sen, nastan alltid ca 10-20 minuter in i filmen, hander nat som staller “den
vanliga varlden” pa anda. En vandpunkt sker.

* En avgdrande handelse utan vilken resten av den har berattelsen inte skulle
bli av. Ett forsta hinder i vagen for huvudpersonens vilja. Ett forsta mote
som far allt att andras. Har borjar vi bli engagerade pa riktigt. Vi borjar
undra hur ska det har ga?

* Det starkaste drivet har far man om foéljer vi klassiskt mytmonster om var
hjalte tar ett beslut:
Jag ska folja gora det har, jag ska ga over halva den kdanda varlden och
stoppa ned den dar ringen i vulkanen! Jack Nicholson kommer in pa
darhuset. Han tanker inte stanna.

e Forsta vandpunkt leder till andra akten...



ARCHPLOT STRUCTURE Inmost Cave

(AKA: Classic plot, the hero’s journey, goal-oriented plot, Aristotelian story shape, energeia plot, Also Known As:

and Hollywood screenwriting structure) Energetic Marker 3: Crisis
Dark Night of the Soul
Abyss and Revelation
Plot Point Two

Act Two Climax

Archplot is a goal-oriented plot where, “for better or worse, an event throws a character’s life out of bal-
ance, arousing in him the conscious and/or unconscious desire for that which he feels will restore balance,
launching him on a Quest for his Object of Desire against forces of antagonism (inner, personal, extra-
personal). He may or may not achieve it” (McKee, 196). Film Examples: Toy Story, The Godfather, Back to

Seizing the Sword
Also known as:
= Energetic Marker 4: Climax

the Future, Star Wars, Etc. (Most American Hollywood films use arch plot). Book Examples: Harry Potter « The Major Assault b Th_ﬁ’ C/imax )
(Rowling), Hunger Games (Collins), Speak (Anderson), Pride & Prejudice (Austen), Hamlet (Shakespeare), = Seizing the Prize
= Death of the Ego &—— .
The Odyssey (Homer), etc. . = Transformation
= Death Experience . Finale
“I took a master class with Billy Wilder once and he said that in the first act of a story you put your character up in a = Rock Bottom = Break Into Three
tree and the second act you set the tree on fire and then in the third you get him down.” - Gary Kurtz (Film Producer) = The Ordeal « The Final Incident
= The Crisis @
= Big Change

Epiphany

Tests, Allies, and Enemies

Also known as:

The Fun and Games
Resistance and Struggle
Rising Action and Obstacles
Belly of the Whale

Crossing the First Threshold
Also known as:

= Energetic Marker 1: End of
the Beginning
The Point of No Return
Committing to the Goal

Final Push

Also known as:
= The Descent
= The Sprint

Return with the Elixir

Also known as:

= Transformation and Return
Rapidly Falling Action
The Road Back

Refusal of the Call
Also known as:

= Threshold Guardians = Act One Climax = Push to Breaking Point - Denou?ment
= Defining Moment = Plot Point One = The Special World @ . * New Life

= Separation = Break into Two = Road of Trials Approaching Inmost Cave * Resolution

= Reluctance = Turning Point One Also known as: = Aftermath

= Challenges and Temptations A New Status Quo
Grace and Fall

Resistance and Struggle
Complications and Higher Stakes

The Bad Guys Close In

= New Situation
= The Debate
= Meeting Mentor

The Threshold
Awakening

Mid-Point = Intensification
Also known as: * Preparation
M = Energetic Marker 2: * Rising Action
Also known as: Halfway Point » Obstacles
= Inciting Incident X « Mid-Act Climax
* The Call to Action ' = Moment of Grace or the
* The Catalyst X Mind-Fuck Moment
1 = Moment of Enlightenment
' = Commitment to the Journey
Ordinary World N | ! = Progress
rdl | !
Also known as: \
= The Known I I I I I I I I I An average Hollywood
" The Set-Up 1 10 20 30 40 50 60 70 80 90 100 110 120| flimis 120 minutes
= The Status Quo long. Using screenplay
= Limited Awareness format, one page = one
minute of screen time.
ACT ONE: BEGINNING ACT TWO: MIDDLE ACT THREE: END
Set-Up / Incitement / Ordinary World Confrontation / Set Back / Special World Resolution / Climax / Ordinary World

Information on this handout comes from the following sources: The Plot Whisperer (Alderson), The Hero with a Thousand Faces (Campbell), Novel Writing Help (Chapman), Screen-
. play (Field), The Sequence Approach (Guilino), Writing Screenplays that Sell (Hauge), Inside Story (Marks), Story (McKee), Tools for Analyzing Prose Fiction (McManus), Save the Cat
Ingrld Sundberg 2013 (Snyder), Three Act Structure (TV Tropes), The Writer’s Journey (Vogler), and The Moral Premise (Williams).



Akt 2

Akt 2 — fordjupningen, nyanseringen, upptrappningen

Den hér biten ar ofta det absolut svaraste biten, har somnar folk och vaknar upp
nar akt 3 borjar... Ar det en dalig film fattar man det mest anda. Sa far inte en akt
2 fungera.

Enklast kan beskriva akt som de alla de handelser som ligger till grund for att det
slutgiltiga ska kunna handa. Hur Luke utvecklas sa att han kan mota Darth Wader.

Alt 2 ar oftast langst, det ar vanligt att man lagger in och utvecklar sina
Earallellhlstorler_ har for att halla publiken intresse upp. Man kan lata en subplot
a sin start en bit in i akt 2 som exempel osv.

Overgangen till akt 3 markeras av annu ett beslut, en vandpunkt dar var hjalte_
presenteras och tar beslutet annu en gang och forst nu kan vi som Fubllk ocksa
tillfullo inse och kdnna — ska det har verkligen halla. Ska han/hon klara det!?

Slutet pa akt 2 &r ofta den totala motsatsen till slutet pa filmen (ni minns
Casablanca dar vi luras att tro att Rock ska valja llsa)



ARCHPLOT STRUCTURE Inmost Cave

(AKA: Classic plot, the hero’s journey, goal-oriented plot, Aristotelian story shape, energeia plot, Also Known As:

and Hollywood screenwriting structure) Energetic Marker 3: Crisis
Dark Night of the Soul
Abyss and Revelation
Plot Point Two

Act Two Climax

Archplot is a goal-oriented plot where, “for better or worse, an event throws a character’s life out of bal-
ance, arousing in him the conscious and/or unconscious desire for that which he feels will restore balance,
launching him on a Quest for his Object of Desire against forces of antagonism (inner, personal, extra-
personal). He may or may not achieve it” (McKee, 196). Film Examples: Toy Story, The Godfather, Back to

Seizing the Sword
Also known as:
= Energetic Marker 4: Climax

the Future, Star Wars, Etc. (Most American Hollywood films use arch plot). Book Examples: Harry Potter « The Major Assault b Th_ﬁ’ C/imax )
(Rowling), Hunger Games (Collins), Speak (Anderson), Pride & Prejudice (Austen), Hamlet (Shakespeare), = Seizing the Prize
= Death of the Ego &—— .
The Odyssey (Homer), etc. . = Transformation
= Death Experience . Finale
“I took a master class with Billy Wilder once and he said that in the first act of a story you put your character up in a = Rock Bottom = Break Into Three
tree and the second act you set the tree on fire and then in the third you get him down.” - Gary Kurtz (Film Producer) = The Ordeal « The Final Incident
= The Crisis @
= Big Change

Epiphany

Tests, Allies, and Enemies

Also known as:

The Fun and Games
Resistance and Struggle
Rising Action and Obstacles
Belly of the Whale

Crossing the First Threshold
Also known as:

= Energetic Marker 1: End of
the Beginning
The Point of No Return
Committing to the Goal

Final Push

Also known as:
= The Descent
= The Sprint

Return with the Elixir

Also known as:

= Transformation and Return
Rapidly Falling Action
The Road Back

Refusal of the Call
Also known as:

= Threshold Guardians = Act One Climax = Push to Breaking Point - Denou?ment
= Defining Moment = Plot Point One = The Special World @ . * New Life

= Separation = Break into Two = Road of Trials Approaching Inmost Cave * Resolution

= Reluctance = Turning Point One Also known as: = Aftermath

= Challenges and Temptations A New Status Quo
Grace and Fall

Resistance and Struggle
Complications and Higher Stakes

The Bad Guys Close In

= New Situation
= The Debate
= Meeting Mentor

The Threshold
Awakening

Mid-Point = Intensification
Also known as: * Preparation
M = Energetic Marker 2: * Rising Action
Also known as: Halfway Point » Obstacles
= Inciting Incident X « Mid-Act Climax
* The Call to Action ' = Moment of Grace or the
* The Catalyst X Mind-Fuck Moment
1 = Moment of Enlightenment
' = Commitment to the Journey
Ordinary World N | ! = Progress
rdl | !
Also known as: \
= The Known I I I I I I I I I An average Hollywood
" The Set-Up 1 10 20 30 40 50 60 70 80 90 100 110 120| flimis 120 minutes
= The Status Quo long. Using screenplay
= Limited Awareness format, one page = one
minute of screen time.
ACT ONE: BEGINNING ACT TWO: MIDDLE ACT THREE: END
Set-Up / Incitement / Ordinary World Confrontation / Set Back / Special World Resolution / Climax / Ordinary World

Information on this handout comes from the following sources: The Plot Whisperer (Alderson), The Hero with a Thousand Faces (Campbell), Novel Writing Help (Chapman), Screen-
. play (Field), The Sequence Approach (Guilino), Writing Screenplays that Sell (Hauge), Inside Story (Marks), Story (McKee), Tools for Analyzing Prose Fiction (McManus), Save the Cat
Ingrld Sundberg 2013 (Snyder), Three Act Structure (TV Tropes), The Writer’s Journey (Vogler), and The Moral Premise (Williams).



Akt 3

e Klimax och avrundning

* Den upptrappning och fordjupning som skett under akt drivs har till sin spets ofta (helst) i form av en
vandpunkt — varifran det inte finns nat vandpunkt. Point of no return. Det har var hjdlte kan det sista steget
pa sin resa och bli en hjalte eller falla som hjalte, beroende pa vilkens sorts berattelse vi berattar.

* Intensiteten trappas sa upp till sin max punkt — the final battle
* Nagra effektiva slut:

* Fyra brollop och en begravning

* http://www.youtube.com/watch?v=LTpiZ92UFrs

* Thelma & Louise
e http://www.youtube.com/watch?v=jpQremxqZFg&feature=related

e Casablanca
e http://www.tcm.com/mediaroom/index.jsp?cid=1509

* Sen foljer en kort avrundning for att torka tararna och sen ar det: The end


http://www.youtube.com/watch?v=LTpiZ92UFrs
http://www.youtube.com/watch?v=jpQremxqZFg&feature=related
http://www.tcm.com/mediaroom/index.jsp?cid=1509

Borjan och slutet — logiken?

* Hur hdanger borjan pa var berattelse, huvudanledningen till att vi
berattar, ihop med hur vi avslutar?

* Borjan far inte vara battre an slutet.

* Intressant med True Romance...



Délj tekniken

» Kdnns avslutningen pa berattelsen absolut nodvandig?

* Om den inte gor det — varfor borjar vi da dar vi gor? Slutklammen far
inte kdnnas konstruerad for att passa vara behowv.

* Ingen tycker om att bli manipulerad men pa film och TV vill vi garna
bli just det, fast utan att marka det.



RoOrelse — det statiska trakar ut oss

* Finns det en tydlig framatrorelse i berattelsen — hander det nat?

* Bocker och filmer har ofta en huvudperson som har ett mal, en vilja.
Handelser uppstar nar denna person stoter pa motstand i form av andra
som vill det motsatta, skurkarna, tja eller kometerna. Konflikten som har

uppstar ar dramatikens absoluta karna.

* En berattelse drivs framat i segment av motstandshantering. Hjalten moter
ett motstand som inte gar att overvinna genom sitt val och handlande tar
hjalten sig vidare till nasta motstand — hur ska det ga nu?

 Vad tror du att det hiande sen? Cliffhanger. Det ar framatrorelsens enkla
och genialt effektiva verktyg. Se till att din berattelse ar en page turner.



Hinder

* Vad ar berattelsens motkrafter — hinder och utmaningar?

* \Vad ar det for hinder som star i centrum for var eller vara
centralgestalters vilja?

* Det enklaste ar tva personer i ett slutet rum som vill olika saker som
de kan braka om, eller att en har en hemlighet osv



Rytmen

* Dynamiken och rytmen i berattelsen?

* Var borjar det kdannas tradigt? Kort sagt nar ska skurken (eller
explosionen in)? Betrakta din vilja att kommunicera som hjalten i en
film. Ge den motstand att besegra och din kommunikation kommer
att vara mycket roligare att folja.



McKees 10 budord

1. Respektera din publik. RESPEKTERA DIN PUBLIK.

2. GOr din research — inte bara |as pa utan "kdann pa” — var din egen konsument. Som Don Draper sager: You are the ﬁroduct och vad
Eg_n men?r ;i{ atttprodukten finns i upplevelsen. En t-shirt ar en t-shirt. Skillnaden mellan Gucci och Tiger sitter i ditt hjarta och i din
jarna inte i tyget.

3. Dramatisera ditt innehall — gor det intressant. Filmhistorien kanske mest dramatiska bakg}qundsinformation bars fram tamligen
elegant dramatiserat i Star Wars nar Darth Vader sager till Luke i andra filmen: | am your father.

4. Varje pastaende ska innehalla en undertext — 13t syntesen kdnnas. People are not stupid. Don’t throw it in our face.

5. Aven svara saker kan beskrivas enkelt. Jo, det kan de - om man sjilv verkligen forstar dem.

6. Inga fula trix. Hall dig till sanningen. Se punkt ett.

7. Det ar inte okej att plotsligt andra reglerna for berattelsen i slutet. Sant gor bara barn och Groucho Marx med hedern i behall.
8. Lat inte din berattelse I6pa utan motstand. Oppet mal &r inte kul. En match som slutar 10-0 dr heller inget spannande.

9. Oppna din berattelse for manniskans hela djup. Folk dr inte s& dumma som man kan tro.

10. Dela inte sdng med nan som har mer problem an dig sjalv.



KISS

* Sist men inte minst: KISS, Keep it simple, stupid.

* Det ska vara genuint och originellt, komplext, vagen ska vara
intressant och attraktiv men alla ska hanga med. Hela vagen.



Modeller



Act One

Present the crime

Introduce the sleuth

Offer plausible suspects

Introduce crime complications

Introduce private life subplot

Act Two

Initial investigations and interrogations reveal clues

Disappearance of one suspect

Raise the stakes

Development of sub plot

Act Three

Reveal hidden motives of stakeholders

Unsatisfying solution reached

Return to overlooked clue from act one

Resolution of subplot

Confrontation with perpetrator

habit
mannerism eccentricity~——2n

interest talent




Pulp Fiction

Paris, Texas

Miniplot

Star Wars Erin Brockovich

Archplot

ive Protagonist
External Conflict
Cauyéality of Events
Consistant RealRy
Linear Time
Conclusive Endings

Passive Protagonist No Protagonist
Muiftiple Protagonists Coincidence
Internal Conflict Non-linear Time
nconclusive Endings Inconsistant Reality

Last year in Marianbad

Scorpio Rising

Anti-plot

Smultronstallet

La Jetee

Den andalusiska hunden



Archplot

Active, external, cause & effect >

Miniplot

< Passive, internal, coincidence, luck, happenstance

Plots of Fortune

Plots of Character

Plots of Thought

Plots of Fortune

Action Plot
Admiration Plot
Tragic Plot

Punitive Plot

Maturation Plot
Testing Plot
Degeneration Plot

Reform Plot

Education Plot
Revelation Plot *
Disillusionment Plot

Affective Plot

Sentimental Plot
(passive main character
meets with good fortune)

Pathetic Plot

(passive main character
comes to ill)




Norman Friedman (1955) described a comprehensive list of story plots, based on a
classification by R. S. Crane and adding considerations of success, responsibility,
attractiveness and the impact on the receiver to Crane's plots of action, of character and of
thought.

Friedman notes that the main purpose of the storyline is to stimulate emotions through a
sequence of cause, means, effects and end.

Plots of fortune

In plots of fortune, there is a person who is the principal character of the story (a
'protagonist'), whose circumstances or situation are changed in the story.

The Action Plot: Classic all-action sequential story.
The Pathetic Plot: Weak character loses out.

The Tragic Plot: Failure of a strong character.

The Punitive Plot: Bad guy gets just desserts.

The Sentimental Plot: Weak character wins through.
The Admiration Plot: Ordinary person wins through.

Plots of character

Plots of character involve some change in the moral character of the protagonist as they
learn life's lessons and make deep decisions.

The Maturing Plot: Person goes through life transition.

The Reform Plot: Fallen person restores their position.

e The Testing Plot: Noble character is tested to the extreme.

e The Degeneration Plot: Attractive character falls from grace.

Plots of thought

Plots of thought have their main focus in what the protagonist of the story thinks and feels.
They thus can be quite cerebral, giving much attention to the inner world.

The Education Plot: Protagonist learns something important.
The Revelation Plot: Ignorance is abolished as truth is revealed.
The Affective Plot: Tension between thoughts and feelings.

The Disillusionment Plot: Loss of ideals and consequent effects.



Story A Story Shape Type of Hero _ Plot Form Final
(McKee) (Vonnegut) (Frye) ypesdtContia (Friedman) | Charge
Plots of Fortune:
* Aci
Human vs. God |o.n : ®
Mythic e Admiration &
(RiselFallfie Human vs. Monster . Trag_ic. 9
(Masterplot) Al S ' | ® Flnllive S
: ien, Su tu
Romantic e, Sipernatira Plots of Character:
Archplot Rise-Fall (Old * Maturation @®
Testament) | o Human vs. Technology e Testing ®/G
____________ High Mimetic * Degeneration (&
Rise-Fall-Rise- Human vs. State, * Reform ®
5 Fall...? (Which Low Mirme Society, Institution Plots of Thought:
Miniplot Way Is Up?) ow Viimetic * Education ©)
* Disillusionment (5
Human vs. Human
Fall-Fall-Fall (From | * Revelaton @/
Bad to Worse) Ironic ~ coroeeeeieeeoes

Human vs. Self

* Affective ©

Plots of Fortune:
* Sentimental ()
* Pathetic ©




ACT T | ACT T-A ACT T-B | AcTm

Ordinary Call 4o [Refusal of Meeting Crosg’\ns “Tests, Allies | Apgroach +o Ordea), Dedth ‘;Kewo\ré The Road Resurrection | Return with
N World Adveglve|The Call [the Medor (Thcedugid [and Enemies [Inermost Covel ond Rebirtin | (S6ingthe Suiord) Rack $re Elixir
Fram ORDINARY WORLD 4 SPECIAL WORLD SPECIAL. WORLD ORDINARY WORLDS
T Separation Descent Witietiont Crisis Retum + Uimax
Ug g;:ti lm«:;\s Eoe\udme Okraom',ng Comﬁing Experim‘\ing PrQPdrinﬁ BiS Change Co:\s%uemes RedeA'..co(hw\ P{;i‘,\-}:,lnpi— Mastery
5 S5 S CLOSE [N || DR NGHT '

%% o;’se‘g;‘“—'“”‘gep Ca;mD\E‘\’B P\T FUN AND GAS%}(ES%WSGA %ﬁgﬁg}; Appear | ST 0F THE SAL F | .ﬁ..ﬁ!igfh"' Image
E‘E Stasis Tr'\gser The Quest | Suﬂ‘lvf""Se Critical Owice| Climax Reversal  [Resolution
3 NEED FOR.  \UNFAMILIAR | SEARCH NG | FINDING A PAYING | RETORN T0 | CAPARLE

o
5’;§ Set-Up Confrowtation Resolution
w2

g % INTRODUCE THE CHARACIRS INTRODUCE THE PRORBLEM SOLVE tHE PRORLEM
Introduction, | Response to  [Hero iS driven| Probabil i ¥ New characters ina of |lncreasingly high | Final selution

13 oo, incident; | 'fo solve the |of actual  |or subplots fffm%%m i : triggered by

£ 3 f;fe;:; P\ﬁa‘?::c]e"s' Lacaer Prddem | Problem; | resolution Calm before IS BITS | maor twist

~B | Cariosity Introduced [First artempt +he storva mowent

z E | TPosse peccare, Non posse von peccare Posse  von pecare Non posse peccdre

g_} posS € non peccare

= (PossBLE TO SV, POSSIBLE To NOT sN)|  (NOT ABLE To NoT SIN) (POSSIBLE To NOT SINY) (NOT POSSIBLE To SINY

o «BEFORE THE LAW™ = UNDER THE LAW = = (N DER GRACE = <fULL AND PERFECT PEAE »

ﬁcgg ? Creation Fall Salvation Etern ity

SE | PRIWTVEINTEGRITY ENTIRE DEPRAVITY REGUN RECOVERY CONSUMMATE HAPINESS |

%é Put & draruder upin a tree, Set the +ree on Fire. Get tve dnméfefdom‘ﬁwﬂe+me.g

252 PROPOSITION AEGUMENT RESOLUTI o N

< T i

[E5S = —

gg PRORLEM RESEARCH | HYPOTHE SIS | EXPERIMENT AVALYSIS CoNcLUSION

wZ | Premise Deliberation |Brave New World | Gaining New Skills | pusked tothe Limit | Onthe Run | Epiphany Final Cosfroltation

.E_. S |Gools ard Obstales Questioning | Resighng Unange Herder Obstacles Seeking Teuth oFf-RBalonce ‘Real??.afiow Qéno«aemenf

L3 |'ncting \ncident Tuming Point | Fidh ot of Weter | Dvercoming Foilinre Orgency Recommitrent |Glimpse of e Fulure

ROBERT CARLSON's UTIMATE STORY STRUCIRE  CHART 2015 vZ2.0



Comparison of Screenplay Syntagms

“ACT 1" / "BEGINNING™ “ACT 2" / "MIDDLE" “ACT 2° / "MIDDLE"

Complications (Tying) Denouement (Untying)

MID-
POINT
“Disaster
‘pefalls
hero

Inciting Incident Plot Point 1 Firsthalf of Act3
point

B story
Firstturning
Backsory Inciting Incident

piot Resolution
point

point3

Refusal of the Return with
Cal

the Elixir

TurmgBr 1:
Change of

plans

Seup & Inciting

Progressive Complications Progressive Complications

Incident

Resolution
Sef-reabzanon, Need, Desire: Ghost/Context;

: Opponents PIan & first counter-atack; DTive; Atack by

Gate, Gauntier, Visitto Death, Bactle Self-
Prodlem /Need; IncitingIncident Overall Desire AEes; Ally; Apparent Defeat Second 2+ reversal & decision:

revelstion / Thematic Revelation; Moral
Opponent/Mystery; Opponent/Aly; Firstreversal & obsession drive changed desire & motive Audience revelation

Decision; New Equikbrium
decision / changed desire & motive about Opponent/Ally ; 3« revelation & decision

Midpoint Bad Guys Close In /
Theme

Break into
Sexup st (faise Al is Lost/ Dark Night
Stated

victory) of the Soul

Backswory

Final image
Act3

FirstAct Second | Greater complications Third
Setup & Inciting Event

Crisis, cimax | Concluding
Turn AcTurs &interactions

ActTarn resolution Event

Analysis: JT Velikovsky - 2012

http://storyality.wordpress.com/



Plot Form

Story Type Theme / Value Plot Mechanic o Classical Example Modern Example
(B) Overcoming the Athreat, confinement (to a g .
Monster/ (S) Monster in Survival house, anisland, a Action Beowulf ?rl::s Ho‘:tr?ne Alone, Panic Room,
the House spaceship, an addiction) poting
(B) The Quest/ (S) Golden 2
Lord of the Rings, Star Wars, Th
Fleece /(C) The Hero's Maturation Asearch, a goal, a journey Action Quest for the Holy Grail Moar"; Ringaeoiartarhe
Journey
(B) Rags to Riches /(S) . Admiration,
The Fool Triumphant/(T) | Justice, Recognition Aniopporhinityzaspell of Maturation, Cinderella begally Blond; .Forrest Gump;
good luck ) most sports stories
Underdog Education
(B) Rebirth Redemption A relatlonshlp.(roma.ntlc Reform Beauty and the Beast A C?.mstmas ?arol, T!1e|ma &
love, redemptive child) Louise, The Fisher King
Death of a Salesman (disputed),
any contemporary story of a
(B)Tragedy Pride, ambition, etc. Anoble flaw, a fall Tragic Oedipus, Hamlet, Othello person in high position who falls
(Michael Jackson, Whitney
Huston, etc.)
B) Comed ; : e
{5y Soruéty/ Love, close friendship | A relationship, an encounter | Sentimental Astoullelt;Janédustenis: | iybey m(-%els gelstory,any
(S) Buddy Love novels buddy movie

(B)Voyage and Return

Wasitall adream...?/
Appreciate regular life

Ajourney, falling into a
magical world

Affective, Reform,
Maturation, Testing

The Odyssey of Homer, Alice
in Wonderland, Gulliver's
Travels

The Wizard of 0z, Miyazaki's
Spirited Away, Castaway

(5) Out of the Bottle What |f..'.7/AppreC|ate A magical transformation, Testing, rsfom A Midsummer Night's The I\{Iask, L{ar Liar, Freaky Friday,
regular life spell, curse Dream Howl's Moving Castle
Eecaraii o A magical spell/curse, ill Testin
(X) Devil's Bargain wish for / Appreciate 9 y P . i 9 . Faust The Picture of Dorian Gray
" fortune disguised as good degeneration
regular life
Count of Monte Cristo,
Action, ounto! Hlore t1is o' One Flew Over the Cuckoo’s Nest,
o i - Aterm of bondage, e S Henry Vill and/or Martin ;
(S) Institutionalized Dignity, (self-) respect g Disillusionment, g ) ; The Shawshank Redemption,
confinement, an escape o Luther's break with Catholic i
Admiration Serpico
Church
The Lilliput section of
|6}k V,Vnh s Rising to the occasion | A crisis, challenge, threat Action Gulln{er sTr.aveIs, orany Life of Pi, Die Hard, The Fugitive
/(V)Man in a Hole story involving false
accusations of a crime
The proper exercise of | A crisis or threat (to the " Hercules, Achilles, Knights Batman, Superman, James Bond,
(S) Superhero 2 Action "
power innocent) of the Round Table Indiana Jones
S)Whydunnit/(P) Th
( ), RHHRIE/ ‘) e Justice, Protecting the | A search, a puzzle, riddle, . Any modern detective story,
Enigma/ () The Riddle y . L Action Sherlock Holmes ¥
Community investigation Extremely Loud & Incredibly Close
(Mystery)
Juno, Stand by Me,
(S) Rites of Passage / (T) Maturation, aging, . . Maturation, Great Expectations, David "o Aan I ;
) : Aritual, a life change ; ;. Mean Girls, any wedding or
Coming of Age stages of life Education Copperfield .
graduation story, etc.
Perseverance,
(X) Epic spectacular A bold ambition Admiration, Action Alexander the Great Lawrence of Arabia, Ghandi

achievement

(Family) reconciliation,

A revelation, a change of

Shakespeare's Late

You Can Count On Me, Extremely

(X)Family Reunion reunification heart, a crisis Sefitrantal Ro.man’ces(Tempest, Loud & Incredibly Close
Winter's Tale, etc.)
(X) Martyrdom self-sacrifice An unfair punishment, Admiration Jesils Ghandi, Romero, Martin Luther

persecution

King

KEY TO AUTHORS: (B) Booker, (C) Joseph Campbell, (P) Georges Polti, (S) Snyder, (T) Ronald Tobias, (V) Vonnegut, (X) Extra




Archplot

Minimalism / Miniplot

Antiplot

(surreal)

Vonnegut | McKee

MASTERPLOT' (Man in Hole, Boy Meets Girl, Creation?,
New Testament, Cinderella)

Old Testament

Which Way Is Up?
From Bad To Worse
Old Testament

(minus Creation?)

Booker

Snyder

(+)

Dude with a Problem
Superhero

Monster in House
The Quest (Campbell: The Hero's Joumey) Golden Fleece

Overcoming the Monster

Comedy Buddy Love
Rags to Riches The Fool Triumphant®
Rebirth

=
Voyage and Return Out of the Bottle

o
Rites of Passage
Institutionalized
Whydunnit (Mystery)

(®Epic

(+) Martyrdom
(+) Family Reunification

1

21

‘MASTERPLOT' is my
term for 6 story types
in Vonnegut's system
of 8, because they all
involve (with minor
differences) heroes
going from one
situation to a WORSE
situation to a happy or
triumphant resolution

Creation’, in non-
religious storytelling,
can be seen as the
background circum-
stances that place the
hero in his or her initial
situation

'The Fool Triumphant’
is only ONE example
of the ‘Underdog’ plot,
which also
encompasses 'Rags to
Riches’ (‘Cinderella’
being the classic
example)

‘Out of the Bottle’
reflects aspects of
BOTH "Rebirth’ and
‘Voyage and Return’;
the hero undergoes an
experience (like a
journey) that
transforms/causes the
rebirth of his/her
character



Season Map

ACT 2

Climax of Midpoint Climax of
Act One (a big twist) Act Two

: : :  Climax of
Act Three
Crisis :

AS

It
Inciting e 5
Incident : . Action
: : : * cend‘“g

ACT 3

Denouement

(wrap-up)

liff hanger




TURNING POINT

Plot Structure Diagram  « st o)

Name

Date

Period

CHARACTERS®

FALLING ACTION @

(The major events that lead to the resolution.)

RISING ACTION (6)

(The major events that kad to the turning point.)

®

Protagonist and Main Character(s)

Title

Author

Genre

[ piace ]

*Characters, Setting. Conflict and Mood
(how the ssory makes you feel) combine
10 crease e EXPOSITION wiich helps
you “get o™ the sory, sovel or movie
from the very beginning

RESOLUTION
CONFLICT™ @ @(um- was the conflict salved?)

Antagonist
:- g
%
SETTING
(What's the problem between the
Time pretagonist and the antagonist?)

THEME

(The lesson or
meessage the author
Is trylng to help us
understand.)

How Te Figure Out the Theme

I.  Actively read the text.

2. Fill out the Plot Structure Dingram
(fodlow the earcled numbers)

5. Examine the conflict, resolution and
tuming paunts

4. Ask yoursclf, “What is the lesson
the protagonist keamed?™

5. Reword #4 so that it can apply 10
anyone who reads the ssory




3. The Problem

What things happen? or Dilemma
What clues are there?

What is said? How do you 4. The Resolution
build up the excitement?

- 2. The Build-U Does the story end
checir i doc i Sty e afct
h > ave people learned? Have
theo::;tﬁgg.sﬂ:;:e“g ey:“" characters changed?
1. The Beginning
Things might go wrong!
Is there a mystery, or do
W terrible things happen? Are
there any disagreements? How are things going to
be sorted out? Problems

have to be solved, and

? people made happy again.

THE STORY MOUNTAIN PLANNER 1.




H E RO’ S THE UNIVERSAL STORYLINE
('i - UNKNOWN
A The |
\ Hero's

Journey
(1]

the

Translormation REVELATION C‘\z'\

But 12 Steps Is Too Many . ..

STORY STRUCTURE

You

(astathsh a pretigeeist)

CHANGE / @\ NEED
(master of both wordds) (somathing ain't quite ight)

ORDER

h’l‘f}}!ﬁ» @ e n:~:r,v.rqfﬂ;u°'m'.'dm
CHAOS

TAKE SEARCH
(meed your mabs) e {the road of tals)

FIND

{maating with the poddess)



[Mythic Structure of Drama}

|
consist of

transformation |
consisting of _> twelve stages that are

of
reflect:ed by
[a character's actlons]

limited awareness | (CALL TO ADVENTURE) (tear) [A MENTOR helps] ((commitment ) ( tested ) (approches inmost cave a"d °"dea' He'°

of mcreases
| /
awareness

////

prepares for big  attempts
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THE OPENING IMAGE (PAGE 1)

Every i shoukd 0pan wiM 3 JONSMOSE IPENNG SORNE 13 TO% e e S Ten
oo Spoom K 8 wivie g vethe B 1 Per seats Thak of Bt biler cull Pe puest of
Porce 1 weaimrg o5 he (or 5o entery T teboom Svery one tiam oot For acton
movws s 6 Unaly 3 St pece 1 sat the one. IR and PR TREONTS (o the Aim
11 ars i wolk of ety whal w500 be HAEAed 0 Py beget it cumwy Fosten
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Three-Act Structure

Climax of
Act One
Second
Inciting  Thoughts
Incident

Beginning

Midpoin
& bi:;:ri;t)

Climax of

Act Two

Act One

Act Two

Act Three

(set up) (confrontation) (resolution)
Dramatica Act Structure
Crisis, Climax,
Setup of Greater and Resolution of
Plot Points & Compli Complicati Plot Points &

Story Dynamics

and Inferactions

and Interactions

Story Dynomics

(Story Driver)

{Story Driver)

,-»"" Journey 1 - ,on*" Journey 2:--., Journey 3-+-.,
* ACT ! ACT I ACT Il ACTIV
Big Picture Throughline Overall Story Overall Story Overall Story Overall Story
Pursuit of the Story Gool Signpost 1 Signpost 2 Signpost 3 Signpost 4
Personal Throughline Main Ct Main Ch Main Character Main Character
Moin Choracter Arc Signpost 1 Signpost 2 Signpost 3 Signpost 4
Opposition Throughline Impact Character Impact Character Impact Character Impact Character
Impact Chorocler Arc Signpost 1 Signpost 2 Signpost 3 Signpost 4
lotionshi PO 10 Relationshi RS- T
Relationship Growth Signpost 1 Signpost 2 Signpost3 Signpost 4
Inciting Event First Act Turn Second Act Turn Third Act Turn Concliding
{Story Driver) Event

(Story Driver)
[ {Story Driver)

* NOTE: The nature of each Signpost and Journey is determined by the story’s Storyform.

Michael Hauge’s “Six Stage Plot Structure”

The

lnner Journey
Stage | Stage Il Stage Il Stage IV v Stage VI
Living Fully  Glimpsing, Longing, Moving lowards Fully commited to living one’s Trth ~ The Journey
Within  +or Destiny, glimpse of Essence withou! Essence bul growing with everything fo 1 complete, Destiny
Identity  living lfe in Essence leaving Identity Fear lose achioved
90-99% 100%
ACT I ACT I ACTII [
Stage | Stage Il Stage Il Stage IV Stage V Stage VI
Setup ! New Progress Complications & Final Push ! Aftermath
Situation Higher Stakes .

Turning Point #5
Climax

Turning Point #3
Point of No Return

Turning Point #1
Opportunity

The

Turning Point #2
Change of Plans

Outer

Turning Point #4
Maijor Setback

Journey

Christopher Vogler “The Hero’s Journey”

,\,\‘)’
o
! Vorld | Wl ry Workd
ACT | ACT I ACT Il
2 e 4 1,
JC} ‘?15‘,{ 2 6,77.'
© N % x
&, % %, %,
haracter Arc

John Truby’s “Twenty-two Building Blocks”

Basic 1 Driver Act2 Act3 Act4 Final
j Driver
1gs to Initial The Call: |Out into the Central Independence |Hero wins
ches | wretchedness. | The hero is | world: Hero crisis: and final his true love
We see the called into |enjoys initial |Everything [ordeal. Hero |and obtains
heroin a the wider |success,getsa |goes wrong. |discovershis |apermanent
humble, world. taste of higher |Herois true strength | higher
unhappy state status, possibly |separated and proves it |status.
meets their true | from their be defeating
love (who is true love. his rival.
someone
previously
above them).
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ARCHPLOT STRUCTURE Inmost Cave

(AKA: Classic plot, the hero’s journey, goal-oriented plot, Aristotelian story shape, energeia plot, Also Known As:

and Hollywood screenwriting structure) Energetic Marker 3: Crisis
Dark Night of the Soul
Abyss and Revelation
Plot Point Two

Act Two Climax

Archplot is a goal-oriented plot where, “for better or worse, an event throws a character’s life out of bal-
ance, arousing in him the conscious and/or unconscious desire for that which he feels will restore balance,
launching him on a Quest for his Object of Desire against forces of antagonism (inner, personal, extra-
personal). He may or may not achieve it” (McKee, 196). Film Examples: Toy Story, The Godfather, Back to

Seizing the Sword
Also known as:
= Energetic Marker 4: Climax

the Future, Star Wars, Etc. (Most American Hollywood films use arch plot). Book Examples: Harry Potter « The Major Assault b Th_ﬁ’ C/imax )
(Rowling), Hunger Games (Collins), Speak (Anderson), Pride & Prejudice (Austen), Hamlet (Shakespeare), = Seizing the Prize
= Death of the Ego &—— .
The Odyssey (Homer), etc. . = Transformation
= Death Experience . Finale
“I took a master class with Billy Wilder once and he said that in the first act of a story you put your character up in a = Rock Bottom = Break Into Three
tree and the second act you set the tree on fire and then in the third you get him down.” - Gary Kurtz (Film Producer) = The Ordeal « The Final Incident
= The Crisis @
= Big Change

Epiphany

Tests, Allies, and Enemies

Also known as:

The Fun and Games
Resistance and Struggle
Rising Action and Obstacles
Belly of the Whale

Crossing the First Threshold
Also known as:

= Energetic Marker 1: End of
the Beginning
The Point of No Return
Committing to the Goal

Final Push

Also known as:
= The Descent
= The Sprint

Return with the Elixir

Also known as:

= Transformation and Return
Rapidly Falling Action
The Road Back

Refusal of the Call
Also known as:

= Threshold Guardians = Act One Climax = Push to Breaking Point - Denou?ment
= Defining Moment = Plot Point One = The Special World @ . * New Life

= Separation = Break into Two = Road of Trials Approaching Inmost Cave * Resolution

= Reluctance = Turning Point One Also known as: = Aftermath

= Challenges and Temptations A New Status Quo
Grace and Fall

Resistance and Struggle
Complications and Higher Stakes

The Bad Guys Close In

= New Situation
= The Debate
= Meeting Mentor

The Threshold
Awakening

Mid-Point = Intensification
Also known as: * Preparation
M = Energetic Marker 2: * Rising Action
Also known as: Halfway Point » Obstacles
= Inciting Incident X « Mid-Act Climax
* The Call to Action ' = Moment of Grace or the
* The Catalyst X Mind-Fuck Moment
1 = Moment of Enlightenment
' = Commitment to the Journey
Ordinary World N | ! = Progress
rdl | !
Also known as: \
= The Known I I I I I I I I I An average Hollywood
" The Set-Up 1 10 20 30 40 50 60 70 80 90 100 110 120| flimis 120 minutes
= The Status Quo long. Using screenplay
= Limited Awareness format, one page = one
minute of screen time.
ACT ONE: BEGINNING ACT TWO: MIDDLE ACT THREE: END
Set-Up / Incitement / Ordinary World Confrontation / Set Back / Special World Resolution / Climax / Ordinary World

Information on this handout comes from the following sources: The Plot Whisperer (Alderson), The Hero with a Thousand Faces (Campbell), Novel Writing Help (Chapman), Screen-
. play (Field), The Sequence Approach (Guilino), Writing Screenplays that Sell (Hauge), Inside Story (Marks), Story (McKee), Tools for Analyzing Prose Fiction (McManus), Save the Cat
Ingrld Sundberg 2013 (Snyder), Three Act Structure (TV Tropes), The Writer’s Journey (Vogler), and The Moral Premise (Williams).



Inv. T. S. Scul. T. S.

Som drottning Kristina sa: den som gar sin egen vag behover ingen karta



Kom bara ihag....

MARTHA C. MARTHA C.

N U s S B A U M An excerpt from Ogilyy on Advertising by David Ogilvy

What's the big idea? N U S S BAU M

oo .. You can do homework from now until doomsday, but you will never win fame and

kan S la n S S ka rpa fortune unless you also invent big ideas. It takes a big idea to attract the attention of
° consumers and get them to buy your product. Unless your advertising campaign

m n ke ns n I eve 'Se contains a big idea, it will pass like a ship in the night.

Big ideas come from the unconscious. But your unconscious has to be well
{ informed, or your idea will be irrelevant. Stuff your conscious mind with
essier ow etk och politik information, then unhook your rational thought process.

Tt will help you recognize a big idea if you ask yourself five questions:

I
2.
3-
4.
5

Did it make me gasp when I first saw it?
Do I wish I had thought of it myself?

Is it unique?

Does it fit the strategy to perfection?
Could it be used for 30 years?

- UPHEAVALS
™) OF THOUGHT

THE INTELLIGENCE OF EMOTIONS

Facebook.com/Ogilvy

pm‘lc-f LYo

De basta berattelserna kombinerar kansla, form och framférande med ett angeldget innehall



There’s always someone
who charges less.
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Se berattelsen som en karleksrelation



Emotions

Opinons L ove
Facts Simplicity Attitudes . .
Name  Pric . Friendship
Package  Colour Causality Attr a Cti on
Function Surface . .
Likability
Volume ) Re Sp e Ct
Ingredients Good-will
Package

Functionality LOy alty

Concrete/ objective Abstract/subjective



The Relationship Journey

ATTRACTION >
Falling in love
Lust

Passion
Compassion

We do not really
know each other
Excitment

New

ABSRACT/FEELINGS IS
SUPERIOR

Remeber; we feel it before
we know it.

DEVELOPMENT >

Getting to know each other

Doing things together for the first time
Does he/she/it live up to the feeling?

Are bascis on level?
Are opinions on level?

FEELINGS ARE MIXED AND COMPARED
WITH FACTS AND OPINIONS

IF BLEND WELL WE MOVE ON

Very strong attraction can conquer
everything, but for facts to conquer a

bad feeling. It’s hard, almost impossible.

RELATIONSHIP
Being in relationship
can be on

different levels:
Marriage

Couple

Friends

Collegues

Family

Partner

RELATIONSHIP RELY
ON A WE TO EXIST

THIS WE MUST BE FED
AND CARED FOR TO LIVE

Attraction must never go, then
the relationship will die.



Why do relationships end?

Which of these
can we prevent?

We seize to attract each other

* \We meet someone else

We betray each other, we lack in trust and respect

We misunderstand each other

We do not take care of one another?

We bore each other

We grow apart




Making Love Survive

Surprise Stay Attractive

Allow yourself to be

_ changed in the process
New things Respect the Other

and the Otherness
Nothing good

comes for free

Loving is to chose
Don’t colonize the other

The audience needs Too much of
- not yours only anything is violence

Make a room for hate



Compassion

What'’s the experience of the
dragon?
Try to understand the Other




Kill your darlings

Save your darlings




