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Disturbing the Peace is a short, 16mm sync-sound fiction film. Alone 

one stormy night, a woman must contend with an intruder breaking into her 

home. The intruder turns out to be a teenage boy. He claims to have broken 

in only to retrieve a family heirloom he hid there when he and his parents 

lived in the same house years ago. When the boy finds the heirloom, the 

woman begins to believe his story, and soon realizes he doesn't have a good 

home life. The boy asks permission to stay until the storm breaks. She 

agrees. Should the boy be trusted, or is he telling one lie after another? The 

police arrive to witness the outcome of the story. 



DISTURBING THE PEACE 

THESIS 

Presented to the Graduate Council of the 

University of North Texas in Partial 

Fulfillment of the Requirements 

For the Degree of 

MASTER OF SCIENCE 

By 

William Hatton, B. S. 

Denton, Texas 

December, 1997 

3 79 

/¥9/ 
/Vo. 7y<f0 



Copyright by 

William Hatton 

1997 



TABLE OF CONTENTS 

Page 

INTRODUCTION 1 

PREPRODU CTION 3 

PRODUCTION 6 

POSTPRODU CTION 7 

CONCLUSION 10 

APPENDIX 12 

IV 



INTRODUCTION 

My purpose with this project was two fold. Since my long-term goal is 

to become a filmmaker, making a short film seemed the best way to satisfy the 

requirements of both the university and myself. My plan was to shoot a 

short, 16mm sync-sound fiction film. There were several goals I wanted to 

accomplish. First, I wanted to demonstrate my potential as a filmmaker. It is 

widely known that to become a director you have to direct (a prime example 

of a catch-22). Also, I wanted to put two of my beliefs to the test: one, that 

surrounding yourself with good, talented people makes a successful film, and 

two, that I am a collaborative person who listens to other ideas. 

I had to come up with the story. To do this I took a lesson I learned 

from the Advanced Film course at the University of North Texas: it is best to 

set out to do a film that is within your means. This meant not only money 

but location, time, and equipment. The first problem was where the story 

could be set. I didn't have access to someone's home (my family doesn't live 

in Texas, and my friends only have apartments like me). If the story were to 

be set in a home, the only thing I could do was find a model home my crew 

and I could use. Then if that were the case, what kind of story could I do? 

Most model homes don't have a lived-in look. So I considered doing a story 

about someone moving out of their house. With moving boxes placed 



inside such a home, the situation would be practical and the viewer could 

believe it. Since model homes are open during the day, the story had to be at 

night. 

The idea popped into my head while I was jogging one night in April, 

1996. What if a woman was alone in her house and had to face an intruder 

breaking into her home? What if that intruder turned out to be a teenage 

boy? This interested me. But what specifically popped into my head was the 

outcome of the story. This inspired the parallel storyline of police officers 

who arrive at the crime scene. The audience would hopefully assume the 

crime scene was at the woman's home, piquing their interest as to what 

became of the woman and the boy. So this film does have a catch to it, but 

there is more there than meets the eye. As the audience learns more about 

the boy and sees the trust between the two of them building, the ending 

should mean something to the viewer. This brings about my emotional pitch 

for the film: these two people are leaving the city forever, and they'll never 

see each other again. When viewers realize the woman, Laurie, is off to join 

her family while the troubled boy is off to a tragic fate, I hope they walk away 

having been affected by the film. 



PREPRODUCTION 

With the script completed, there are several things to take care of 

before shooting begins. First, you must assemble a crew. Most of the crew 

were people I selected from the Advanced Film course that year, while others 

had taken the course a few years earlier. The most important person in this 

group was my cinematographer, David Lynn. He not only had extensive 

experience with production and photography, he had made his own short 

film. Consequently, he offered an enormous reservoir of information and 

advice about how to tackle certain problems. His presence in the production 

was very strong. And in addition to that, he was supportive. He never tried 

to take over the film. He guided me, but let me find my own way. This is 

probably not a common practice in the real world. I was very lucky. As for 

the rest of the crew, most of them didn't have as much experience as David, 

but they demonstrated hard work in the Advanced Film course. I had high 

confidence in their abilities and dedication. 

The next step, I learned, was a difficult one. Which is better to secure 

first: your locations or your cast? One without the other doesn't help very 

much. I decided to find my cast first. This step was accomplished by holding 

casting calls and sending out faxes to the talent agencies in Dallas, Texas. 

Surprisingly, most of the people who auditioned had seen the flier at STAGE, 



a nonprofit organization in Dallas which helps actors find work. The 

toughest role to fill was the part of the teenage boy/ Ryan. Most children don't 

have the same level of experience or skill as an adult, but out of the nearly 

thirty boys who auditioned, it came down to two: one who was a very good 

actor, but didn't look the part, and one who did look the part but had no 

acting experience. I had to go with the latter, a boy named Jeff Sill, because it 

went to the core situation of the film. If Ryan looked too old (in his late 

teens, early twenties), Laurie wouldn't hesitate to call the police. If Ryan 

looked too young, the audience wouldn't buy it. He was the last role to fill. 

Despite his lack of experience, Jeff showed promise as a naturalistic actor. 

Everyone seemed to fit their roles nicely. 

Then came the task of location scouting. After numerous inquiries, I 

finally found the location for Laurie's home. Mike Lewis Homes in Corinth, 

Texas, was more than willing to lend me their model home. It had a large 

open den and winding stairs. This would be visually interesting. For the 

office scene, I went to the Denton Board of Realtors for help. It turned out 

that Hazel Wood, the lady in charge, was willing to lend me her own office. I 

was lucky once again. Then, for the Bernardi's home (the house where the 

police arrive), my co-producer, Christopher House, managed to find another 

model home in Coppell, Texas. Sovereign Homes offered me a home which 

structurally matched the Mike Lewis' home to a strong degree. The outcome 

of the story had to be a secret until the end of the film, and this largely relied 



on the selection of the locations. Lastly, for the alley scene, Chad Jackson, my 

camera operator, offered us access to the road outside his apartment. His 

apartment gave us electrical power without the need for a generator. When 

the locations were settled, I began to realize that either I was blessed with such 

good fortune or I happened to be encountering and working with good 

people. I quickly learned it was both. 

Finally, the Radio, Television and Film department at the University 

of North Texas offered me access to their equipment as part of the thesis 

program. This meant money would be considerably saved in this respect. All 

that was required of me was to schedule around the Advanced Film class, 

which worked out nicely because by the time my film was being shot, most of 

the crew had just finished that course. So the stage was set for production. 



PRODUCTION 

Early on I realized shooting on weekends would be best for everyone. 

Most of the cast and crew had other things to do during the week, and Jeff had 

middle school to attend, so I decided to shoot the first three weekends of 

April, 1996. Unfortunately, icy weather on April 5th, the first scheduled 

night, caused the first delay. This wasn't a good sign, but I kept my spirits up 

as we began to shoot the scenes in the Bernardi house on Saturday, April 6th. 

The shooting continued into the fourth weekend for reshoots and to allow us 

time to complete the numerous setups with ease. This was definitely a 

luxury. Everyone maintained their hard work and dedication as the 

production went longer than expected. I am not only thankful for their 

support, but they were as determined as I was to see this project through to 

the end. Their help cannot be measured. 



POSTPRODUCTION 

David influenced me to edit the film myself. This is an enormous 

amount of work for a projected twenty-minute film when you do it all 

yourself. The first step is to log the negative when it comes back from the lab. 

Then the sound must be transferred to magnetic film stock. After that, the 

mag stock must be synced with the film. This alone took a couple of weeks. 

Then comes the rough cut, the beginning of what most people think of as 

editing. Since I was also the director, I had a clear idea how the pieces would 

fit together, but I quickly discovered this can be an enormous challenge. 

Once the film is shot in a certain way, it becomes its own animal. 

Sometimes things don't quite work out as expected. You have to be creative 

to fix either minor or major problems. Sometimes certain scenes become 

unnecessary, or maybe scenes should be reordered to provide a new effect. If a 

director has done a good job, you will find a way to edit the film. It's better to 

have too much than too little. For instance, in James Cameron's Aliens, 

there is an entire sequence that was deleted from the theatrical release. It is 

the sequence involving Newt's parents encountering an alien creature. The 

deletion of these scenes was very wise, for they muted all the suspense 

leading up to the marines' encounter with the aliens. With my film, I found 

the opening cop scene (as scripted) just didn't set the same tone for the film as 
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it did on paper. Fred Watkins, the film production instructor who offered 

support throughout this project, told me it's usually best to start the film with 

the main character, if you can. And in this instance, he was right. The 

audience would probably be mentally geared to accept Jack, the lead officer, as 

the main character if the film started with him. So it was right to start with 

Laurie. Also in editing, you can tighten up certain scenes to maximize their 

impact. This can be extremely difficult but very rewarding. For instance, the 

scene where Jack finally sees the dead victim is the boy, was cut down 

significantly. I decided to introduce the other officer, Pete, later (since he 

would appear in another scene). This wasn't the right moment to introduce a 

new character while the audience's interest is piqued. The only information 

really important here was that the dead victim was the boy. Consequently, 

there is minimal dialogue here. This "quiet" moment would give the 

composer an excellent opportunity to take the reins of the emotional 

moment: no significant dialogue, only music. 

Throughout the rough cut stage, I brought in several people to look at 

the film. I wanted to get everyone's honest reaction; objectivity is the best 

way to go. In the end there were numerous small changes I made to the first 

rough cut as well as a few major ones. I learned this: always listen to a 

trusted person's remarks, and then ask why they think that way. It's how they 

answer this question that tells you if they're right or not. Closed-mindedness 

mutes creativity. Everyone's work should stand up to the test. It works better 



that way, and it can bring out the best in your projects. 

Once the fine cut was completed, the negative was cut to match it. The 

visual aspect of the film was now finished. I then turned the sound over to 

my rerecording mixer, Lydia Mann. Her work on this film has been 

enormous. Our major obstacle was getting the sound to stay in sync with the 

picture. Once this was accomplished, Lydia went to work on cleaning up the 

dialogue track (i.e. taking out camera noises and such). She then added the 

appropriate sound effects, most specifically the gun shot and the storm 

sounds. She brought her own creativity to the project, and thus the sound is 

as crisp and clean as it can be at this level. 

Unfortunately, my major obstacle in this process was with the music. 

Two composers backed out due to scheduling conflicts, and a third provided 

me with an unsatisfactory score. This crisis delayed completion of the film 

for two semesters. It left me with no alternative but to use music from the 

department's library. To my surprise, however, there were several pieces that 

worked, and they appear in the finished film. I have learned a valuable 

lesson about composers (and other filmmakers): you can only judge them by 

their work, not by how well they can talk. 



CONCLUSION 

Disturbing the Peace has been an intense learning experience. I have 

learned so much about organization and timing. There are many things in 

the professional world of filmmaking I haven't been exposed to or 

experienced, but I am confident this film was a good step. Its outcome is very 

pleasing, with fine photography, clean sound, and appropriate music. The 

acting is considerably good at this level. Thus, the film shows an 'A' for 

everyone's efforts. 

There are certain things I would do differently. (I don't know how 

many times I've heard that before.) The few problems I have with the film 

mostly involve the first act of the film, the setup. I would have made the 

office scene and the first cop scene in the film (after the opening credits) more 

casual and more kinetic. The essence of why those scenes are there is intact, 

but they do not give the film as fine an opening as I had wished. But I am 

proud of the entire sequence near the end when the mystery is revealed. I am 

also proud of the final moments of the film. They capture, for me, the 

emotional importance of the story, and I believe they will affect the audience. 

Finally, I was right about my two beliefs. First, I realized I am a 

collaborative person by nature. I love to hear other people's ideas and 

reactions. Someone else can always help illuminate the path you're on, and 

m 
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a filmmaker shouldn't be too nearsighted to realize it. And second, good and 

talented people do make a film work well. No one ever does a film all by his 

or herself, and it is your cast and crew that take your creativity and mold it 

into something more. But a film does need to be centered with good 

direction and a good script. From that everything else flows. 



APPENDIX 
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FADE IN 

EXT. STREET CURB - NIGHT 

A police officer tries to unravel a roll of WIDE YELLOW TAPE, 
the words on it illegible. Two men in suits stand behind 
him. JACK DAWSON, a middle-aged, dogged man, holds a 
clipboard while speaking to SAM CRANE, his obvious junior. 
Police car lights flash about them. 

JACK 
When'd it happen? 

SAM 

About twenty minutes ago. 

Jack realizes that Sam is disturbed about something. 

JACK 
What is it? 

SAM 
I know who did this. 

The police officer near them unravels the tape, which reads 
"POLICE LINE—DO NOT CROSS." 

JACK 
Okay— 

INT. ACCOUNTING OFFICE - DAY 

The door is opened. LAURIE ANN MILLER, 33, finishes taping 
boxes from behind her desk. Wrapped boxes are everywhere. 

JACK (CONT; V-0) 
— s o tell me who this happened to? 

JOANNA PRESSMAN, Laurie's friend, stands outside the door. 
She places a SMALL BROWN BOX on the moving boxes near the 
door. She knocks. 

LAURIE 
Hey! 

JOANNA 
We got the Simmons account. 

LAURIE 
That's great. What'd they say? 



15 

JOANNA 
They just said they're going to 
miss you. We all are. 

LAURIE 
I know. 

INT. ACCOUNTING OFFICE - DAY 

Joanna helps Laurie tape boxes and put them by the door. 

JOANNA 
You gonna need help at home? 

LAURIE 
No, the movers'11 finish up 
Thursday. Ben packed a lot 
before he left. 

JOANNA 
So they like it out there yet? 

LAURIE 
Megan can't believe how big her 
room is. She wants a bigger 
doll house now. 

Joanna picks up her small box by the door. 

JOANNA 
(chuckles) 

What about Billy? 

LAURIE 
He's started hanging out with this 
one beach crowd. All he talks 
about now's getting a surfboard. 

JOANNA 
That's good, right? 

LAURIE 
(concerned) 

Ben caught him smoking pot with 
them one day. 

JOANNA 
(gives her the box) 

What are you going to do? 

Laurie goes through the white packaging paper in the box. 
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LAURIE 
I don't know. I really don't. 

(sees something inside) 
What's this? 

she pulls out a SMALL PORCELAIN MUSIC BOX. 

JOANNA 
So you won't forget me. 

Laurie smiles sweetly, realizing this is goodbye. 

EXT. SUBURBAN HOME - CRIME SCENE - NIGHT 

A police car siren echoes for a second. Jack and Sam walk up 
from the curb onto the lawn of a middle-class home, which 
looks the same as the others along the street. The police 
are conducting an investigation. 

JACK 
How many were there? 

SAM 
Apparently, there was just one. 

Jack nods, then spots several ROLLED-UP NEWSPAPERS lying on 
the front porch. 

JACK 
Who's on this? 

SAM 
I got Furrelli and Douglas asking 
the neighbors, and Miller's 
checking out the back yard. 

JACK 
Okay. I'm going in for a look.. 
Where was the point of entry? 

INT. BEDROOM - DARK - NIGHT 

A bed is silhouetted in the dark. Wind blows trees outside 
the window. 

SAM (V-0) 
He came in through the back door. 
I don't think he knew the owner 
was home. 
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Immediately, Laurie turns on her light. The room is almost 
empty. She sits up in bed, listening to NOISES DOWNSTAIRS. 

EXT. BACK DOOR - NIGHT 

Someone picks at the lock with little tools. A small 
flashlight is in his mouth. Tree shadows move in the wind. 
A storm is brewing. 

INT. BEDROOM - NIGHT 

Laurie puts her feet on the floor, panicking for what to do. 

EXT. BACK DOOR - NIGHT 

The door suddenly pops open. The intruder walks in. 

INT. BEDROOM - NIGHT 

Laurie goes to her closet and takes out a wooden box. She 
opens it on the bed, grabbing the GUN inside. 

INT. LAURIE'S DEN - DARK - NIGHT 

The intruder carefully walks in, panning his flashlight. The 
place looks empty. Sheets cover the couch and living room 
chair, which sit in front of the fireplace. 

INT. BEDROOM - NIGHT 

Laurie flicks off the light and prepares to wralk out. 

INT. LAURIE'S DEN - NIGHT 

The intruder begins to go through moving boxes. 

INT. HALLWAY STAIRS - NIGHT 

Laurie quietly steps down, seeing the flashlight in the den. 
She approaches the den, with her gun raised, trembling. 

INT. LAURIE'S DEN - NIGHT 

The intruder starts to find valuables in one box. He's 
curious, but doesn't take anything. Laurie quietly 
approaches the entrance. The intruder hears something behind 
him. He swings around to Laurie, rapidly— 

INT. NEXT DOOR BEDROOM - NIGHT 

A GUNSHOT rings out over a COP SHOW SHOOTOUT on a TV. 
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HENRY and MARTHA FISHER, a couple in their late forties, lie 
in bed. Henry, with a beer in hand, is captivated by the TV. 
Martha lowers her word puzzle book, apparently the only one 
to hear the gunshot. 

MARTHA 
D'you hear that? ...Henry? 

HENRY 

Martha, I'm busy. 

Martha lets him be but looks disturbed. 

INT. LAURIE'S DEN - NIGHT 

Laurie turns on the light, her gun smoking. The intruder 
apparently isn't there. A bullet hole is noticeable in the 
wall facing her. She carefully walks forward, her gun 
raised. As her VIEW FROM BEHIND THE COUCH WIDENS she sees 

A BOY IN HIS EARLY TEENS 
lying on the floor across the room. He is panicked, but 
doesn't appear shot. His jeans and jacket are worn, almost 
too big for him. He wears a BASEBALL CAP backwards. His 
name is RYAN McKENZIE. 

RYAN 
WaitI Don't shoot mel Don't shoot1 

Laurie is stunned. Her fear begins to drop off. 

RYAN (CONT.) 
I don't have anything! Don't kill 
me! Please1 

She heads for the PHONE on the table near the dining area. 

LAURIE 
Don't move! 

RYAN 
No, please! I thought the place 
was empty! I swear! 

Laurie picks up the phone. 

RYAN 
(thinks fast) 

No! I have a brother and sister 
to look out for! Please, don't! 
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LAURIE 
(stops from dialing) 

You broke into my house11 

RYAN 
I lived here, a long time ago. I 
came back for something. 

LAURIE 
No, you didn't. 

She almost starts to dial, when Ryan stands up. 

RYAN 
Just let me show you lady. I 
figured nobody was here, 'cause 
there's a sign out front and the 
grass needs mowing. Please. 
Just let me show you. 

Laurie thinks for several beats, then puts down the phone. 

LAURIE 
Then empty your pockets. 

He reaches into his right pocket with his right hand, wincing 
a bit. He lays his picking tools and his flashlight on the 
moving box nearest him and stops. 

LAURIE 
The other pocket 1 

He tries to reach into his left pocket, but feels pain. 

RYAN 
...You got me. 

He turns his left arm to her. Some blood is dripping from a 
little hole in his jacket sleeve. Laurie looks from his arm 
to his eyes, concerned. 

LAURIE 
Is it bad? 

RYAN 
It just grazed me. Don't call 
anybody, please. I'm telling 
the truth. 

(a beat) 
...Could you help me? 
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She takes a deep breath, realizing his request. 

The phone rings. Ryan becomes frantic. The two of them 
stare at each for a moment. Laurie walks back to the phone, 
Ryan unconsciously shaking his head "no". She answers. 

LAURIE 
Hello? 

(pause) 
No, I'm alright, Martha. Why? 

(pause) 
What? 

(pause; 'looks to Ryan) 
It must have been a firecracker. 

(pause) 

No, that's okay. Good night. 

She hangs up. Ryan smiles a little. 

INT. NEXT DOOR BEDROOM - NIGHT 

Martha puts her phone back on the bedside table. 

MARTHA 
I still say I heard something. 

HENRY 
Sure, Martha. 

MARTHA 
I did. Where would you be 
without my ears? 

HENRY 
Or your mouth. 

Martha angrily turns over and throws on the cover. 

CLOSE ON HENRY 

HENRY (CONT.) 
It was just the T. V. Nothing 
ever happens in this neighborhood. 

He reaches over and flicks off his light. 

INT. SUBURBAN HOME - FRONT ENTRANCE - CRIME SCENE - NIGHT 

CLOSE ON JACK as he STEPS INTO FRAME, observing the scene 
with scrutiny. Camera bulbs flash around him. 
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INT. LAURIE'S DEN - NIGHT 

It is now STORMING outside. Ryan sits on the table near the 
dining area, his jacket lying nearby. A bowl of fruit and 
napkin holder are also on the table. Laurie dresses Ryan's 
arm. He winces. 

Laurie carefully watches his face while finishing his arm. 
Ryan turns his head to the bandage, then looks to Laurie's 
gun lying on the table near her. 

RYAN 

You the only one here? 

She steps back in caution, alerting him to her guard. 

RYAN (CONT.) 
I just mean, I bet you were scared. 
This ain't that kind of neighborhood. 

LAURIE 
I know. I lived here three years. 

(becoming stern) 
Where do you live? 

He doesn't expect this and tries to avoid the question. 

RYAN 
I live here, in the city. 

(stands; examines 
his bandage) 

Hey, this is good. A friend of 
mine does stuff like this, but 
he's not this good. 

LAURIE 
You could have been killed. 
Why'd do you do it? 

RYAN 
I'11 show you. 

INT. LAURIE'S DEN - NIGHT 

RAIN and THUNDER pound outside. Laurie sits down in the 
living room chair. She places the gun on the small stand 
next to the chair. She watches closely as Ryan's fingers go 
over the bricks in the fireplace. 

RYAN 
Here it is. 



22 

The lights start to flicker from the storm. Laurie looks up, 
then to Ryan, uncertain of her situation. Ryan also notices 
the flickering, looking to Laurie, but he goes on. He takes 
his flashlight and returns to one particular brick. 

The brick is dislodged. He slowly takes it out. The back 
half is broken off, leaving a small space back inside. Ryan 
pulls out a SMALL OBJECT WRAPPED IN CLOTH. 

He crouches near Laurie and unwraps it to reveal an OLD HENRY 
POCKET KNIFE. He opens the blades, checking it out. 

RYAN 
My mom got this after my granddad 
died. She kept it a secret from 
dad. 

He closes up the knife and slowly hands it to her. 

LAURIE 
How long's this been there? 

RYAN 
Since dad and I moved out. 
...That was seven years ago. 

LAURIE 
Your mom didn't go with you? 

RYAN 
(stands; disturbed) 

She died. 

A beat. She gently hands him back the knife. 

LAURIE 
What happened? 

He puts the knife in his pocket and proceeds to put the brick 
back into the fireplace. 

RYAN 
Cancer. I used to cry about it. 
I hated her for dying. 

The brick doesn't seem to fit back perfectly. He grows upset 
and angrily forces the brick back into place. Laurie sits 
back. Ryan gets up and looks outside, then goes to the couch 
for his jacket. 
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RYAN 
Mind if I stay 'til the storm breaks? 

LAURIE 
(stands) 

You think you're just walking out 
of here? 

RYAN 
Yeah. I didn't hurt you or nothin'. 
Why not? 

LAURIE 
You still broke into my home! 
Your dad should know about itl 

RYAN 
(nervous) 

He's away right now. He's... 
on a business trip. 

LAURIE 
And you left your brother and 
sister alone? 

RYAN 
I can call them. I bet they're 
worried or something. Would you 
feel better? 

LAURIE 
Wouldn't they? 

INT. LAURIE'S DEN - NIGHT 

Ryan is on the phone. Laurie stands ten feet behind him. 

RYAN 
Hey, it's me. Everything alright? 

(pause) 
No. Not yet. 

(pause) 
Is she asleep? Don't wake her. 

(pause) 
I'll be home soon. 

(pause) 
I don't know. It'll be awhile. 
You're not scared, are you? 

(pause) 
Okay. Just get some sleep. 
I'll be there in a bit. 
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CLOSE ON THE PHONE as Ryan hangs it up. A FILTERED OPERATOR 
RECORDING is playing, which Laurie doesn't hear. 

LAURIE 
They okay? 

RYAN 
Yeah, but I wanna get back. I 
didn't want any trouble. Okay, 
lady? 

LAURIE 
What's your name? 

RYAN 
Ryan. 

LAURIE 
Ryan, I hope they don't have to be 
as lucky as you. 

Ryan gives an awkward smile. Laurie walks to the bandage 
material on the table. The lights flicker once again. Ryan 
looks up, then nonchalantly turns to Laurie. She's unaware 
of his stare. 

EXT. SUBURB - NIGHT 

The storm continues. 

INT. LAURIE'S DEN - NIGHT 

Ryan sits on the couch, deep in thought, holding his knife. 
Laurie sits in the chair, packing some things into a box. 

RYAN 
You see your parents much? 

LAURIE 
I see my mother every Christmas. 
My father died when I was nineteen. 

RYAN 
Was he a good man? 

LAURIE 
I like to think so. He never 
showed his feelings much. 

RYAN 
Think he loved you? 
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LAURIE 
I think so. I really think he 
would have loved his grandkids. 

RYAN 
(moved) 

You have kids? 

LAURIE 
A boy and a girl. You surprised? 

RYAN 
(looks at his bandage) 

No, I guess not. 

LAURIE 
Why don't you want your dad to know? 

RYAN 
He wants me to stay out of trouble. 
That's all. 

LAURIE 
He wants you to grow up right then. 

RYAN 

Yeah. I guess you could say that. 

INT. LAURIE'S DEN - NIGHT 

Laurie stands by the window, drinking a hot cup of tea. She 
looks over to Ryan, sitting on the couch, half asleep. 

RYAN 
Has it stopped yet? 

LAURIE 
NO. 

Ryan nods, then closes his eyes. She turns back to the 
window, deep in thought. 

INT. LAURIE'S DEN - NIGHT 

Laurie sits in her chair, losing a battle to stay awake. She 
tries to keep reading her book. Ryan is asleep on the couch. 

Laurie reaches for the small alarm clock lying on the stand 
by her. The gun is also lying there. She sets the clock, 
yawning and trying to keep her eyes open. She then puts down 
the clock and returns to her book. The RAIN continues. 
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INT. LAURIE'S DEN - NIGHT 

The storm is over. Ryan wakes up, drowsy. He rubs his eyes 
and looks around. Suddenly his eyes freeze... 

Laurie has fallen asleep. He then eyes the gun on the stand. 
His drowsiness gives way to alertness. He quietly sits up. 

INT. SUBURBAN HOME - DEN - CRIME SCENE - NIGHT 

TIGHT ANGLES as 

A PHOTOGRAPHER flashes his camera at something on the floor 
OFF-SCREEN. 

Jack stands nearby, his eyes staring at what is on the floor. 

OFFICER (O-S) 
Lieutenant? 

JACK 

Give me a minute. 

A COVERED BODY lies before him. He walks toward it. 

INT. LAURIE'S DEN - NIGHT 

Ryan walks up to Laurie. He quietly takes the gun and walks 
to the den entrance. He looks inside the gun's barrel, then 
looks at Laurie still sleeping in her chair. 

INT. SUBURBAN HOME - DEN - CRIME SCENE - NIGHT 

Jack crouches near the body. PETE, an officer, is on the 
other side, waiting for Jack's cue. 

JACK 
Let me see. 

Pete lifts the cover and there lies the body of RYAN. Sam 
walks in with a file, slowing down as he sees the body. 

JACK 
Where's the gun now? 

PETE 
Donovan has it. 

SAM 
Jack, you should ask your 
questions now. 
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JACK 
(stands; a beat) 

Must've been one hell of a shock. 

INT. LAURIE'S DEN - NIGHT 

Laurie jolts awake. She sees Ryan sitting on the couch, now 
at attention. He is holding his knife and a peeled apple. 
Laurie frantically realizes her gun is not on the stand. 

LAURIE 
Where's my gun?i 

Ryan points to the moving boxes near her. She hurriedly 
looks for it, and finds it on top of one box. She grabs it 
and sits back, looking to Ryan in disbelief and uncertainty. 

RYAN 
You were asleep. It wasn't safe 
there. 

LAURIE 
What have you been doing? 

RYAN 
Just eating an apple. I hope 
you don't mind. 

She slowly puts down the gun and rubs her forehead. 

LAURIE 
My God, I can't believe I fell 
asleep. 

RYAN 
(a couple of beats) 

You were safe, lady. You've 
been good to me. 

She looks up to him, deeply moved. He shares the same 
feeling for a moment, but tries to avoid showing it. 

RYAN (CONT.) 
I'd like to get going now. 

LAURIE 
(after several beats) 

Okay. 
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INT. SUBURBAN HOME - DEN - CRIME SCENE - NIGHT 

WIDER ANGLES reveal that the den has the same color as 
Laurie's, but is furnished and structurally different. 
Sam and Jack walk over to MITCH BERNARDI, a visibly 
distraught man in his mid-thirties. He wears a house robe. 

SAM 
Mr. Bernardi, this is Lt. Dawson. 

Bernardi nods but doesn't appear ready to talk. 

JACK 
Just tell me what happened, sir. 

BERNARDI 
(disturbed) 

He was a kid. I was asleep with 
my wife. She heard something. So 
I came downstairs with my gun. It 
was dark. I thought he had a gun. 
...I didn't know he was just a kidl 

SAM 
(to JACK) 

They came back from vacation tonight 
and went straight to bed. I think 
the kid saw the papers out front and 
figured nobody was home. 

JACK 
(to BERNARDI) 

We have to confiscate your gun and 
the things he was taking. You'll 
get them back after your statement. 

Bernardi just nods. Jack peers around and sees a view of the 
dining room where KAREN BERNARDI, in her thirties, sits in a 
chair, holding her ten-year-old daughter, BETSY. Both are in 
night clothes. And both are upset. 

JACK 
(to BERNARDI) 

Detective Crane will arrange for 
you to stay in a hotel for a 
couple of days. That's all we 
need right now. 

Bernardi gratefully nods and returns to his family. 
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JACK 
Take care of them, Sam. 

SAM 
I will. 

PETE (0-S) 

Jack, you need to see this. 

Jack and Sam return to the body. Jack crouches again. 

PETE 

Take a look at his arm. 

Pete shows them the bandage on Ryan's arm and unwraps it. 

PETE (CONT.) 
This didn't happen tonight. 
Probably more like three or four 
days ago. This kid's seen some 
trouble. 

JACK 
(to SAM) 

You said you knew him. 

Sam opens the file in his hand. 

SAM 
Yeah, he was in juvie hall off 
and on. Says here he ran away 
from his last home two months 
ago. He was abused before. 

Pete hands Jack a plastic evidence bag. Ryan's flashlight, 
picking tools, and knife are inside. Jack looks it over. 

PETE 
This is all he had on him. 

JACK 
(to SAM) 

He didn't have any family? 

SAM 
His mother died in '89, and his 
dad went to prison in '93. 
There's no other kin. 

JACK 
How old was he? 
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SAM 
Fourteen. 

JACK 
{under his breath) 

Damn. 

EXT. SUBURBAN HOME - CRIME SCENE - NIGHT 

A yellow "POLICE LINE—DO NOT CROSS" ribbon is placed across 
the front door by an officer. The house is dark. Jack 
stands by his car, watching everything die down. 

The sound of FIRECRACKERS jolts him. Two children are having 
fun up the street, oblivious to what has happened here. 
Jack, standing in the night's futility, opens his car door to 
leave— 

INT. LAURIE'S FRONT DOOR - NIGHT 

Ryan opens the door and stands on the front porch. Water 
drips all around. Laurie walks up to the doorway. 

RYAN 
Feels good out here. 

LAURIE 
I haven't been up this late 
in a long time. 

There's a moment of awkward silence. 

LAURIE 
You have far to go? 

RYAN 
Not far. Just off Second Street. 

LAURIE 
Tell me. Why'd you hide the 
knife back then? 

RYAN 
Mom knew dad wouldn't let me keep 
it. He and grandpa never got 
along much. 

LAURIE 
You miss it here? 
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RYAN 
(looks at the house) 

Not anymore. 
(a couple of beats) 

Thanks for being cool, lady. 

He extends his hand. They shake hands gently. Ryan nods and 
smiles, showing a hint of tears. 

RYAN 
'Bye. 

He turns and runs off. Laurie stands there, the cool breeze 
running through her hair. She takes one last look at the 
night sky, then closes the door. 

INT. LAURIE'S DEN - NIGHT 

Laurie stops by a moving box lying near where Ryan was 
sitting. She sadly realizes one of her family albums is 
lying on top, open. Ryan's apple skin lies on a napkin 
nearby. She picks up the album and closes it. 

INT. LAURIE'S DEN - NIGHT 

Laurie sits at the table, talking on the phone. It's dark. 

LAURIE 
Hi, honey. You awake? 

(pause) 
What are you doing? 

(pause) 
Nothing. I just felt like talking 
again. 

(pause) 
You did? How'd they like it? 

(pause; smiles) 
Good. What are they doing now? 

(pause) 
At this time of night? 

(pause; looks at clock) 
Oh, it's just eleven there, isn't 
it? 

(pause; smiles) 
She does? Okay. 

(pause) 
Hi, sweetie. How's Mommy's big 
girl? 
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EXT. ALLEY - NIGHT 

Laurie's conversation continues over the proceeding action. 

LAURIE (CONT; V-0) 
(pause) 

You did? 
(pause) 

I wish I could have been there 
too. 

(pause) 
Really? 

(pause) 
You'll have to take me when I 
get home. 

(pause) 
I can't wait either. 

(pause) 
How's your brother doing? 

(pause) 
He is? Well, don't let him 
scare you when it's over. 

(pause; laughs) 
That's my big girl. 

(pause; surprised) 
He does? Okay. 

(pause) 
You get some sleep tonight. 
And I'll see you soon. 

(pause) 
Okay, honey. I love you too. 

Ryan jogs down the alley and stops at a garbage can under a 
street light. He reaches into his pocket and takes out 

THE FIVE BULLETS 
belonging to Laurie's gun. He looks up the street in the 
direction he came, breathing with satisfaction, then tosses 
the bullets into the can. 

He takes his baseball cap, which he has worn backwards during 
his time with Laurie, and turns it around the right way. 

He smiles in memory of the night, then runs off, down into 
the alley, alone. 

FADE OUT 

THE END 
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Budget for Disturbing the Peace 

The screenplay for Disturbing the Peace is approximately twenty pages. 
The shooting ratio was to be five-to-one. 16mm color film was to be used. 
Footage considerations: 

1. Workprint Footage 
With the shooting ratio of 5-to-l, roughly 100 minutes of 
film was to be shot. At 36 feet/minute, the workprint 
would then be: 

3.600 feet. 

2. The Finished Film 
With 20 pages at 36 feet/ minute, the film would then be: 

720 feet. 

The Budget Total 

A. Film Stock 
Nine 400-foot rolls at appx. $100/ roll $ 900.00 

B. Location Audio Tape 
Four 30-minute DAT tapes at appx. $10/tape $ 40.00 

C Magnetic Film Stock (5 rolls) & Black Leader 
for conforming $ 150.00 

D. Processing 
1) Process 16mm Color Negative 

$0.093/ft. X 3600 feet of work print = $334.80 
2) Process Color Positive One Light Work Print 

$0.168/ft. X 3600 feet of work print = $ 604.80 
Total of Processing comes to $ 939.60 

(continued...) 
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(The Budget continued...) 

E. Conforming Fee (Max Hall) 
$ 1.00/cut X 300 cuts $ 300.00 

F. Answer Print 
1) 16mm Color Positive 1st Trial Answer Print 

$0.715/ft. X 720 feet of finished film = $514.80 
2) 16mm Color Positive 2nd Trial Answer Print 

$0.310/ft. X 720 feet of finished film = $223.20 
3) 16mm Optical Sound Track 

$0.245/ft. X 720 feet of finished film = $176.40 
4) Low Contrast 16mm Color Release Print 

$0.310/ft. X 720 feet of finished film = $223.20 
Total of Answer Prints comes to $ 1137.60 

G. First Video Transfer (w/SMPTE Time Code) 
for rerecording mixer $ 100.00 

H. Final Video Transfer (Master Copy) 
16mm Color Negative Transfer 

$275/hr. X appx. two hours = $550.00 

Video Dubs for Cast, Crew & Extra 
$3/tape X 50 tapes = 

J. U-Haul Trailer, Craft Services & Petty Cash 

$ 150.00 

$400.00 

K. Telephone 
$ 40/ mo. X 4 months = 

Grand Total 

$ 160.00 

$ 4827.20 
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Crew Credits for Disturbing the Peace 

Director / Producer / Writer 
Cinematographer 

Co-Producer 
Editor 

Make-Up Designer 
Rerecording Mixer 

Post Production Supervisor 
Production Consultant 

Rerecording Supervisor 
Technical Police Advisor 

First Assistant Director 
Camera Operator 

First Assistant Camera 
Second Assistant Camera 

Property Master 
Script Supervisor 

Key Grip 

Production Sound Mixers 

Videography & Continuity 

Negative Cutter 
Grips 

Make-Up Assistant 
Craft Services 

Craft Services Assistant 
Still Photography 

Titles 

William Hatton 
David Lynn 
Christopher House 
William Hatton 
Tiffany Vollmer 
Lydia Mann 

David Lynn 
Fred Watkins 
Sammy Sauls 
Don Bennett 

Christopher House 
Chad Jackson 
Keith Reeves 
Stephanie Spencer 
Robert Mitchell 
Fernando Aleman 
Glenn McGee 

Michael Mullins 
Joseph Saba 
Robert Mitchell 
Fernando Aleman 
Christopher House 

Robert Mitchell 
Christopher House 
Max Hall 
Stephanie Spencer 
Keith Reeves 
Michael Mullins 
Madelaine Kleid 
David Furr 
Jack Young 
Tim O'Flaherty 
David Lynn 
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Cast Credits for Disturbing the Peace 
(In Order of Appearance) 

Laurie 
Laurie's Friend 

Sgt Jack Dawson 
Det. Sam Crane 

Ryan 
Martha 
Henry 

Photographer 
Bernardi 

Mrs. Bernardi 
Bernardi Kids 

Uniformed Officer 
Investigating Officer 

Sandy Crista 
Michaela Sampit6 
Julias Bershell 
Greg Forshay 
Jeff Sill 
Laura Heuston 
Don Kruizinga 
Christopher House 
Francisco Philibert 
Tetia Stroud 
Josh Stroud 
Jesse Williamson 
Ron Ausborne 
Lee Whitaker 
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Production Schedule for Disturbing the Peace 

The actual dates of the shoot are listed below. Shots for the given scene 
numbers (if not the entire scenes) were filmed on the matching dates. Certain 
scene numbers were either combined into other scenes or not filmed. 

Date Scene Numbers 

April 6,1996 18,27,29,31 
April 7,1996 15,17,31 

April 12,1996 16 
April 13,1996 19 
April 14,1996 16,21 

April 19,1996 22,23,24,25,26 
April 20,1996 28,30,35 
April 21,1996 20 

April 26,1996 10,13,16,20 
April 27,1996 6,10,13,14,19,20,30 

May 14,19% 

June 7, 1996 27,29,31 
June 8,1996 1,4,32 

July 24,1996 5,7,9,11,33 

August 6,1996 36 
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Shot Lists for Disturbing the Peace 
William Hatton 

Scene #1 - First COP Scene ("When'd it happen?") 

1A RACK FOCUS SHOT - On right, up close & in focus, a cop's 
hands start to unpeel roll of yellow tape; on left, in back & 
out of focus, Jack & Sam facing camera left (where the 
house is—off-screen); near the end of the tape, he starts to 
unroll from CAMERA RIGHT TO CAMERA LEFT 

JACK: When'd it happen? 
SAM: About twenty minutes ago. 

IB MCU OF JACK - Jack's looking down at his clipboard; he's facing 
CAM LEFT; Jack looks to Sam (OFF SCR.; CAM RIGHT) 

JACK: What is it? 
SAM (O.S.): We know who did this. 
JACK: Okay, so tell me who this happened to. 

1C MCU OF SAM - Sam looks slightly disturbed; he looks to Jack 
OFF-SCR, CAMERA LEFT 

SAM: I know who did this. 

Scene #2 - The Office Scene 

2A LMS OF LAURIE from outside the office door looking in; she 
packs; shot BEGINS with the DOOR CLOSED, then it 
OPENS from CAM RIGHT TO LEFT as JOANNA ENTERS 
from CAM RIGHT into the office (she is not in focus & 
passes in front of the camera) 

2B MS OF JOANNA as she brings some boxes to the top right corner 
of Laurie's desk; the CAMERA is in front of the desk, 
facing the door straight on (Laurie at this point would be 
directly off-screen, cam left) 

JOANNA: Wallace has some boxes if you need more. 
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(Shot Lists continued...) 

2C MS OF LAURIE as she looks to Joanna OFF-SCR CAM RIGHT; 
2C & 2E are reverse shots of each other (2B is not) 

LAURIE: I think I'll be fine. 

2D TIGHT ON LAURIE (same angle as 2C); as she asks Joanna to 
give her a hand, CAM TILTS DOWN to the box Laurie is 
taping up 

LAURIE (bittersweet): We both knew it was coming. 
...Here. Give me a hand. I want to be home when 
Ben calls tonight. 

* IMPORTANT NOTE: LEAVE ROOM FOR A FADE-TO-BLACK 
AT THE END OF THIS SHOT 

2E MS OF JOANNA, looking to Laurie OFF-SCR CAM LEFT; 

REVERSAL SHOT OF 2C 

JOANNA: I still can't believe your leaving. 

2F MCU OF THE BOX LAURIE IS WRAPPING at the end of the 
voice-over material, the one with Joanna's gift inside it-
Laurie's hands reach the gift 
LAURIE: What's this? 

2G TIGHT SHOT ON LAURIE; SIMILAR TO 2D; this is still the 
reversal-shot scenario across the desk 

LAURIE: What's this? 

Laurie looks to Joanna in surprise and confusion. 

JOANNA (OFF-SCR): So you won't forget me. 

Laurie gives a tearful, bittersweet pause before giving a 
warm smile. 
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(Shot Lists continued...) 

2H TIGHT ON JOANNA; SIMILAR TO 2E; this is still the reversal-
shot scenario across the desk 

JOANNA: So you won't forget me. 

Scene #4 - Second Cop Scene ("Where's the point of entry?") 

4A MWS OF THE HOUSE; a car passes across the field of view from 
CAM LEFT TO CAM RIGHT; Jack and Sam walking up 
the front sidewalk up to the house 

4B MED. 2-SHOT OF JACK & SAM walking up into frame from 
CAM LEFT and stop; Jack hands Sam the clipboard and 
looks up at the house 

JACK: How many were there? 
SAM: Apparently, there was just one. 

(Jack nods & looks to the rolled up newspapers OFF SCR) 

JACK: Who's on this? 
SAM: I got Furrelli and Douglas asking the neighbors, 

and Miller's checking out the back yard. 
JACK: Okay. ...in for a look. ....the point of entry? 

4C CU OF JACK as he finishes nodding/looking to Sam & looks to 
the rolled-up newspapers OFF SCR. 

4D CU OF ROLLED-UP NEWSPAPERS 

Scene #5 - Laurie Hears Something Downstairs - Turns on Light 

5 CAMERA ON SHADOWS IN WINDOW ABOVE LAURIE'S 
BED; CAM TILTS DOWN TO MS OF LAURIE as she flicks 
on her bedside lamp 
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(Shot Lists continued...) 

Scene #6 - Back Door #1 - Intruder Picks at Lock 

6 MS OF BACK DOOR as hands pick at the lock with a little tool; 
tree shadows move in the wind; a flashlight hangs out of 
the intruder's mouth CAM LEFT 

Scene #7 - Laurie Sits UP in Bed, Listening 

7 STATIC MS OF LAURIE as she sits up into frame, looking for 
what to do; she is starting to panic; she looks up OFF-SCR 
CAM RIGHT, then heads off to the door (OFF-SCR) 

Scene #8 - Back Door #2 - Door POPS Open/Intruder Walks In 

8 MS OF BACK DOOR as the intruder is finally successful; he 
rotates the knob, the door opens and he gets up off his 
knees to go inside 

* POST-SOUND NOTE: NEED TO ADD THE SOUND OF THE 
LOCK CLICKING OPEN 

Scene #9 - Laurie Takes Out Her Gun From the Closet 

9 MS OF LAURIE at her bedroom door, which is cracked open; 
she hears the sound of the back door closing downstairs; 
she steps back, panicking; she looks OFF-SCR CAM 
RIGHT, and heads in that direction 

Scene #10 - Intruder Walks Into Den, Panning Flashlight 

10A MS, WAIST-LEVEL, FOCUSING ON THE FLASHLIGHT as 
the intruder walks up to the CAM, from the direction 
of the dining room; the flashlight begins to be pointed 
UP, CAM LEFT; the intruder finishes walking up to 
the CAMERA, as the flashlight beam direction goes from 
CAM LEFT TO CAM RIGHT; once it reaches CAM RIGHT, 
the intruder freezes the beam on something OFF-SCR, 
CAM RIGHT (some moving boxes) 
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(Shot Lists continued...) 

10B WS OF THE DEN, following the FLASHLIGHT'S P-O-V as the 
intruder scans the den; CAM FOLLOWS THE BEAM 
SPOT DOWN and CAM LEFT 

IOC CAM FINISHES PANNING CAM LEFT TO MS OF MOVING 
BOXES; flashlight's and intruder's P-O-V 

Scene #11 - Laurie Grabs Her Gun, Prepares to Go Downstairs 

11 HAND-HELD; CAMERA MOVES IN TO CLOSET as Laurie 
comes over to it from CAM LEFT; CAMERA FOLLOWS 
HER HANDS AS SHE GRABS A WRAPPED OBJECT 
from inside; CAMERA FOCUSES ON THE OBJECT as she 
turns to the CAM to unwrap it; if s her husband's GUN; 
she takes it in hand 

*PRODUCTION NOTE: PERHAPS SPLIT THIS INTO 2 SHOTS 

Scene #12 - Intruder Goes Through Moving Boxes 

12 MS OF INTRUDER'S HANDS going through a moving box; he 
reaches one wrapped object, unwraps it, and sees that it's 
a valuable object; he looks at it for a second, then puts 
it back, not taking anything 

*NOTE: THIS SETUP IS VERY SIMILAR TO 13G 

Scene #13 - Laurie Steps Down the Stairs, Seeing the Flashlight in the Den 

13A DOLLY INTO STAIR RAILS on 2nd floor; Laurie's P-O-V; the 
intruder goes through moving boxes downstairs with his 
flashlight; several moments pass after the dollying 
stops, then Laurie's legs cross the frame from right to left, 
as she prepares to go downstairs 

** IMPORTANT SOUND NOTE: RECORD EXTRA SOUND 
FROM THE SECOND FLOOR, HEARING RYAN 
RUMMAGE BELOW (TO BE USED OVER THE 
SUBSEQUENT SETUPS IN POST) 
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(Shot Lists continued...) 

13B MS OF LAURIE at stair rails, looking down to Ryan (OFF SCR, 
DOWN CAM LEFT); REVERSE SHOT of 13A; she starts 
moving CAM RIGHT to go downstairs 

13C MWS AT TOP OF STAIRS, seeing Laurie going down slowly; 
she looks down to Ryan (OFF SCR, DOWN CAM RIGHT) 

13D LAURIE'S P-O-V WALKING DOWN THE STAIRS; she's 
looking at Ryan 

13E WS AT BOTTOM OF STAIRS, with Laurie, close to camera on 
the RIGHT, and Ryan in the distance on the LEFT; Laurie 
reaches the bottom of the stairs, still watching Ryan 

13F MS OF LAURIE coming into frame from CAM LEFT, reaching 
the first floor; she poises herself to either face the intruder 
or move to the front door behind her; her gun is raised; 
she then moves in to face Ryan 

** IMPORTANT SOUND NOTE, EITHER FOR PDN. OR POST: 
GET SOME CREAKING SOUND THAT LAURIE WOULD 
MAKE WHEN WALKING ON THE FLOOR, A SOUND 
THAT RYAN WOULD HEAR TO TRIGGER HIM OFF 

13G MCU OF RYAN'S HANDS going through another moving box 
his hands stop moving when he hears something OFF-
SCR, then he turns off his flashlight; he waits a few beats, 
then he swings around CAM LEFT to Laurie (who's OFF-
SCR behind him) 

Scene #14 - Intruder Hears Something and Swings Around to Laurie 

14A REVERSE MS OF 13G as Ryan continues to swing around to 
Laurie (since if s a reverse shot, he'll swing around from 
CAM RIGHT) 

14B EXTERIOR SHOT OF HOUSE; all is dark, then suddenly a quick 
flash of light occurs (if s Laurie's gun going off) 
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(Shot Lists continued...) 

Scene #15 - Henry & Martha #1 

15 MEDIUM TWO-SHOT of Martha & Henry in bed (TV OFF-SCR) 

Scene #16 - The Encounter 

16A RACK FOCUS: CU OF GUN IN LAURIE'S HAND, smoking, 
TO LAURIE'S FACE - as the overhead light is turned on 

16B WS OF DEN - LAURIE'S POV - gun smoke rising in frame (out 
of focus) as if gun is just below the camera; in the den, 
someone moves behind some boxes near the fireplace 

16C MS OF LAURIE, with her hand on the light switch; she starts 
walking up, her eyes aimed at the person behind the 
boxes; she sees Ryan (O-S); she heads to the phone after 
her line 

RYAN (O-S): Wait! Don't shoot me! Don't shoot! I don't 
have anything! Don't kill me! Please! 

LAURIE: Don't move! 

16D MCU OF BOXES - CAMERA DOLLIES & PANS RIGHT as the 
intruder moves on the floor, behind the boxes, camera 
right; MS OF RYAN as he comes out from behind them 

RYAN: Wait! Don't shoot me! Don't shoot! I don't have 
anything! (a beat) Don't kill me! Please! 

16E QUICK PAN RIGHT TO MCU OF PHONE (where Laurie's 
headed); RYAN'S P-O-V; a few beats pass as CAMERA 
REMAINS STATIC ON MCU OF PHONE; then Laurie 
walks up into the shot to grab the receiver; tilt up to MCU 
OF LAURIE as she says her lines 

RYAN (O-S): No! I have a brother and sister to look out 
for! Please, don't! 

LAURIE: You broke into my house! 
RYAN (O-S): I lived here, a long time ago. I came back 

for something. 
LAURIE: No, you didn't. 
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(Shot Lists continued...) 

16F MCU OF RYAN ON THE FLOOR, pleading with Laurie 

RYAN: No, please! I thought the place was empty! 
I swear! 

Laurie still goes to the phone. 

RYAN (thinks fast): No! I have a brother and a sister 
to look out for! Please, don't! 

LAURIE (OFF-SCR): You broke into my home! 
RYAN: I lived here, a long time ago. I came back for 

something. 

16G 1) MS OF LAURIE by the phone, with receiver in hand, faces 
Ryan 

LAURIE: You broke into my house!! 

2) MS OF LAURIE by the phone; this is just after the phone 
has rung; her hand's on the receiver; she looks to Ryan 
for a beat, then picks it up 

16H MS OF LAURIE - this shot is after she's hung up the phone 
& decided to listen to him; SHE'S A FEW STEPS AWAY 
FROM THE PHONE 

LAURIE: Empty your pockets. 

161 WITH #s 1-3, SHE'S BY THE PHONE 

1) MCU OF LAURIE by the phone; same angle as end of 15E; after 
her line, she turns camera right to the phone 

LAURIE: No, you didn't. 

2) MCU OF LAURIE as she looks to Ryan, debating whether to 
listen to him or not (#2 here is after Ryan has stood to 
say, "Just let me show you, lady.") 

3) MCU OF LAURIE on the phone with Martha; she does 
her PHONE CONVERSATION, then hangs up the phone 
and looks to Ryan as if to say, "Now, what?" 
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(Shot Lists continued...) 

16J WITH #s 1-3, SHE'S A FEW STEPS AWAY FROM THE PHONE 
AFTER SETUP 15L 

1) MCU OF LAURIE, looking to Ryan after he's gotten into his 

right pocket 

LAURIE: The other pocket! 

2) MCU OF LAURIE, after Ryan has shown her his arm wound 

LAURIE: Is it bad? 
3) MCU OF LAURIE, taking a deep breath, after he asks for help; 

the phone rings; she looks to the phone OFF-SCR CAM 
RIGHT for several beats, then to Ryan OFF-SCR LEFT 

16K 1) MED. WIDE 2-SHOT (FROM THE KITCHEN): Ryan in 
BKGRD on left, Laurie in FGRD on right by the phone; 
Ryan stands up, Laurie stops from dialing, turns to Ryan 

RYAN: Please, just let me show you, lady. 

2) SAME SHOT - This is later when the phone rings and the 
two of them have closed the distance between them 
since 15K-1; they wait and look at each other for a 
moment, then Laurie goes up to the phone 
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(Shot Lists continued...) 

16L 1) MS OF RYAN as he stands up into frame; he looks to LAURIE 
(OFF SCR, CAM RIGHT) 

RYAN: I figured nobody was here, 'cause there's a sign 
out front and the grass needs mowing. Please. 
I can show you what I'm here for. 

CONTINUE THE SHOT for several seconds, allowing for 
him to wait for a response from Laurie 

2) MS OF RYAN after she tells him to empty his pockets; he 
starts to get into his right pocket, wincing a bit 

3) MS OF RYAN after he shows her his left arm (he holds his left 
elbow with his right hand) 

RYAN: It just grazed me. Don't call anybody, please. 
I'm telling the truth. ...Could you help me? 

Phone rings; Laurie (O-S) goes to the phone; Ryan walks 
up to the camera (MCU OF RYAN), as he waits through 
her conversation with Martha, then feels relief when she 
hangs up with Martha 

16M MLS OF LAURIE - OVER RYAN'S RIGHT SHOULDER - she's 
by the phone, debating whether to listen to him or not 
after the "Just let me show you, lady," line; she puts down 
the receiver after a few beats of deliberation; she walks up 
a few steps 

16N MCU OF RYAN STANDING- surprised at her putting down the 
phone; she bought it, he's thinking; this is after the "Just 
let me show you, lady," line; AN EYE-LEVEL SHOT 

160 CU OF RYAN'S RIGHT HAND GETTING INTO HIS RIGHT 
POCKET, getting things out and putting them on the box 
near him camera left 
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16P 1) MCU OF RYAN STANDING- looking back up to Laurie after 
having gotten into his right pocket; CAMERA TILTED UP 
TO HIM (NOT THE EYE-LEVEL SHOT IN 16N) 

2) MCU OF RYAN STANDING - as he tries to get into his left 
pocket; he winces even more; he can't get into the pocket; 
so, confession; he turns his left arm toward Laurie 

RYAN: You got me. 

16Q CU OF RYAN'S LEFT HAND as he tries to get into his left 
pocket 

16R CU OF RYAN'S LEFT ARM as he swings it around to show 
Laurie 

16S CU OF RYAN'S FACE - just after the phone rings; he looks to 
the phone CAM LEFT (a beat), then looks to Laurie CAM 
RIGHT 

Scene #17 - Henry & Martha #2 

17 MEDIUM TWO-SHOT of Martha & Henry in bed 

17A CU of HENRY as he flicks off the bedside light with his 
"neighborhood" line 

Scene #18 - Tack Steps into Doorway of Crime Scene 

18A MS OF JACK as he walks up to the camera, after coming through 
the hallway and stopping just before the camera, looking 
OFF SCR. left and right 
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Scene #19 - Laurie Bandages Ryan's Arm 

19B MS OF LAURIE, looking from Ryan to the bandage; Ryan is 
slightly OFF-SCR, CAM LEFT; the camera is very close 
to where Ryan is sitting 

DO THEIR CONVERSATION UP UNTIL JUST AFTER 
THE LINE, "I live here, in the city," and Ryan gets up 

19C MS OF LAURIE; same kind of angle as 19B, except now CAM's 
out slightly from the table; this is the shot just after Ryan 
got up and looked at his bandage 

LAURIE: You could have been killed. Why'd you do it? 

Scene #20 - Ryan Finds His Knife & Tells Its Story 

20A MS OF LIVING ROOM CHAIR as Laurie site down into it, 
coming in from CAM RIGHT; she looks at Ryan, OFF-SCR 
CAM LEFT; she has the gun in her hand; she places the 
gun on the box to her right, then looks to Ryan for a 
second; lightning happens; she looks up 

20A-1 MS OF LIVING ROOM CHAIR as Laurie sits down into it, 
coming in from CAM RIGHT; she looks at Ryan, OFF-SCR 
CAM LEFT; she has the gun in her hand 

20A-2 MCU OF LAURIE - same angle as 20A-1, only tighter; she places 
the gun on the box to her right, then looks to Ryan for 
a second; lightning happens; she looks up; Laurie looks 
from the flickering to Ryan, uncertain of her situation; 
Laurie closes her robe a bit; Laurie looks up to Ryan as 
he says he's found it; her eyes follow the knife box as Ryan 
brings it from up inside the fireplace to the floor by his 
right 

20 MCU OF LAURIE - same angle as 20A, only tighter; Laurie looks 
from the flickering to Ryan, uncertain of her situation; 
Laurie closes her robe a bit; Laurie looks up to Ryan as 
he says he's found it; her eyes follow the box as Ryan 
brings it from inside the fireplace to the floor by his right 
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20B MCU OF MOVING BOX BY LAURIE'S CHAIR as Laurie places 
the gun on top of it; STATIC SHOT 

20C MS OF RYAN at the fireplace - LAURIE'S F-O-V; he moves the 
fireplace curtain; after he has put the knife box on the 
floor to his right and grabs the wrapped knife, he walks 
over to Laurie 

20D MCU OF RYAN at the fireplace, looking up, then to Laurie 
when the lightning and flickering happens; he smiles 
slyly to Laurie, then returns to putting his hand up the 
fireplace 

20E TIGHT ON RYAN - CAM PARALLEL WITH FIREPLACE - as 
Ryan finds the object after bit of a struggle 

RYAN: There it is. 

20F FOLLOW RYAN'S HAND AS HE BRINGS THE KNIFE BOX 
OUT OF THE FIREPLACE AND TO THE FLOOR to his 
right; LAURIE'S P-O-V; Ryan's hands grab the wrapped 
knife inside the box, then he gets up and walks over to 
Laurie; his knees perhaps are seen on CAM LEFT a bit as 
he gets up to go to Laurie 

20G MS OF LAURIE; CAM is now by the chair, positioned so that 
when Ryan kneels in front of her, she looks off to him, 
CAM LEFT; her eyes follow him as he walks over to her 
and kneels before her; she keeps her eyes on him; 
Laurie takes the knife from Ryan when he hands it to 
her; she looks at the knife... 

LAURIE: How's long this been there? 
RYAN (OFF-SCR): Since dad and I moved out. ...That was 

seven years ago. 
LAURIE: Your mom didn't go with you? 

Ryan stands (OFF-SCR) and says, "She died"; Laurie looks 
to him, realizing his pain; she hands him back the 
knife; her eyes follow him as he walks away from her 
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20G-1 MS OF LAURIE; CAM is now by the chair, positioned so that 
when Ryan kneels in front of her, she looks off to him, 
CAM LEFT; her eyes follow him as he walks over to her & 
kneels before her; she keeps her eyes on him 

20G-2 MS OF LAURIE - same as 20G-1; Laurie takes the knife from 
Ryan when he hands it to her; she looks at the knife.... 

LAURIE: How long's this been there? 
RYAN (OFF-SCR): Since dad and I moved out That 

was seven years ago. 
LAURIE: Your mom didn't go with you? 
RYAN (OFF-SCR): She died. 

Laurie looks up to him after he says that last line, 

realizing his pain; she hands him back the knife 

LAURIE: What happened? 

Her eyes follow him as he walks away from her 

20H 1) MS OF RYAN - Reverse shot of 20G - CAM begins on his face 
& tilts down to the wrapped knife in his hand 
RYAN (OFF-SCR): My mom got this after my granddad 

died. She kept it a secret from my dad. 

He hands it to her. 

2) SAME MS OF RYAN, except now CAM is back on Ryan's 
face; STATIC SHOT 

RYAN: Since dad and I moved out. ...That was seven 
years ago. 

LAURIE (OFF-SCR): Your mom didn't go with you? 

Ryan stands up out of frame, upset. 
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201 MCU OF RYAN as he stands in front of Laurie; he rises into 
frame; after his first line, he pauses, looking away from 
Laurie 

RYAN: She died. 

He takes back the knife when she hands it to him, says 
"Cancer" and walks away, out of frame, in the direction 
of the dining room 

RYAN: Cancer. 

20J MW STATIC 2-SHOT from dining room area; Ryan (MS) on 
CAM LEFT, as he walks up to the camera; Laurie (LS) on 
CAM RIGHT, sitting in the background; he finishes his 
lines, then walks over to the couch, OFF-SCR, CAM 
RIGHT 

RYAN: I used to cry about i t I hated her for dying. 

20K MS OF RYAN arriving at the couch to grab his flannel; he 

now looks to Laurie, off-scr., cam left 

THEY FINISH THE SCENE'S DIALOGUE 

20L REVERSE MS OF LAURIE (from 20K) as Laurie stands up 

THEY FINISH THE SCENE'S DIALOGUE 

Scene #21 - Rvan Calls His Siblings (Ifs A Lie!) 

21A DOLLY AROUND KITCHEN BAR TO MS OF RYAN AT THE 
PHONE WITH LAURIE IN THE BKGRD; Laurie stands 
a couple of feet in front of the living room chair (where 
she was sitting just before the end of scene 20) 

RYAN: Hey, i fs me. Everything alright? (beats) 
No. Not yet. (beats) Is she asleep? (a beat) 
Don't wake her then. 
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21B 1) MS OF LAURIE as she stands there listening to him; as she 
begins to walk forward to listen to Ryan even closer, 
CAMERA DOLLIES WITH HER to about five feet behind 
Ryan 

RYAN: I'll be home soon, (beats) I don't know. Ifll 
be awhile. 

2) STATIC MS OF LAURIE as she stands behind Ryan to speak 

LAURIE: They okay? 
RYAN (O-S): Yeah, but I wanna get back. I didn't want 

any trouble. Okay, lady? 
LAURIE: What's your name? 
RYAN: Ryan. 
LAURIE: Ryan, I hope they don't have to be as lucky as 

you. 

She waits a couple of beats, looking at him, then heads 
to the dining room table (OFF-SCR). 

21C LAURIE'S P-O-V; DOLLY INTO RYAN (his back is to Laurie 
from her perspective) 

RYAN: You're not scared, are you? (beats) Okay. 

21D TIGHTER MS OF RYAN at the phone (same angle as end of 
21A); he finishes his conversation, then hangs up the 
phone, then turns his eyes to his right, realizing Laurie 
is behind him (and he's hoping she didn't catch the lie); 
Laurie is in BKGRD on the left; she stops walking up to 
him at the end of his phone conversation 

RYAN: Just get some sleep then. I'll be there in a bit. 
(beats) Alright. 'Bye. 

21E CU OF PHONE AT RYAN'S RIGHT EAR; CAMERA FOLLOWS 
THE PHONE AS HE HANGS IT UP; *Post-sound note: 
we will add here an operator recording or another signal 
that he wasn't actually speaking to someone 
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21F REVERSE MEDIUM SHOT OF RYAN (from 21B) as he turns 
around to Laurie to speak to her 

LAURIE: They okay? 
RYAN: Yeah, but I wanna get back. I didn't want any 

trouble. Okay, lady? 
LAURIE: What's your name? 
RYAN: Ryan. 
LAURIE: Ryan, I hope they don't have to be as lucky as 

you. 

Ryan gives an awkward smile just before she walks over 
to the dining room table. When she does move, his 
eyes follow her. Then the lights flicker overhead. He 
looks up, then over to Laurie 

21G MS OF LAURIE over at the dining room table; Ryan is out of 
focus, but distinct, in the BKGRD on the right; she is 
oblivious to his look at her 

Scene #22 - Storm Over Suburb 

22 SHOT OF STORM OVER SUBURB 

Scene #23 - Laurie & Ryan Converse While Waiting for the Storm to Pass 

23A DOLLY CAMERA LEFT IN FRONT OF COUCH as Ryan sits on 
it, looking at his knife, deep in thought; CAMERA STOPS 
DOLLYING AT A MS OF RYAN - a reverse shot from 
Laurie sitting in the living room chair; Ryan starts his 
conversation after the dollying stops on the MS of him; 
he looks off CAM LEFT to Laurie 

RYAN: You see your parents much? 
LAURIE (O-S): I see my mother every Christmas. My 

father died when I was nineteen. 
RYAN: Was he a good man? 
LAURIE (O-S): I like to think so. He never showed his 

feelings much. 
RYAN: Think he loved you? 
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23B MS OF LAURIE sitting in the living room chair; she looks off 
CAM RIGHT to Ryan 

RYAN (O-S): You see your parents much? 
LAURIE: I see my mother every Christmas. My father 

died when I was nineteen. 
RYAN (O-S): Was he a good man? 
LAURIE: I like to think so. He never showed his feelings 

much. _• 
RYAN (O-S): Think he loved you? 
LAURIE: I like to think so. I really think he would have 

loved his grandkids. 
RYAN (O-S): You have kids? 
LAURIE: A boy and a girl. You surprised? 

23C CU OF RYAN, for the finish of his conversation; at the end, after 
the line, "I guess you could say that/' CAMERA PANS 
SLOWLY RIGHT to nothing specific, just away from 
Ryan 

** IMPORTANT NOTE: LEAVE ROOM FOR A DISSOLVE AT 
THE END OF THIS SHOT (TO BE MATCHED WITH 24A) 

RYAN: You have kids? 
LAURIE (O-S): A boy and a girl. You surprised? 
RYAN: No, I guess not. 
LAURIE (O-S): Why don't you want your dad to know? 
RYAN: He just wants me to stay out of trouble. Thafs all. 
LAURIE (O-S): He wants you to grow up right then. 
RYAN: Yeah. I guess you could say that. 

23D CU OF LAURIE, tighter than 23C's closeup of Ryan 

LAURIE: Why don't you want your dad to know? 
RYAN: He wants me to stay out of trouble. Thafs all. 
LAURIE: He wants you to grow up right then. 
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Scene #24 - Laurie By Window, Seeing Ryan Fall Asleep 

24A CAMERA PANS RIGHT (from nothing specific) TO CU OF 
STEAMING COFFEE CUP IN LAURIE'S HAND; Laurie 
lifts cup to her mouth, out of frame 

** IMPORTANT NOTE: LEAVE ROOM FOR A DISSOLVE AT 
THE BEGINNING OF THIS SHOT (TO BE MATCHED 
WITH 23C) 

24B MS OF LAURIE at the window; she raises the coffee cup to her 
mouth; she looks off CAM RIGHT to Ryan, when she 
hears him wake slightly; shot remains static; she looks 
back out the window at the end of the scene 

** IMPORTANT NOTE: LEAVE ROOM FOR A DISSOLVE AT 
THE END OF THIS SHOT (TO BE MATCHED WITH 25A) 

RYAN (O-S): Has it stopped yet? 
LAURIE: No. 

24C MS OF RYAN waking slightly on the couch; he looks off CAM 
LEFT to Laurie, who's off by the window; after she says 
"No," he returns to falling asleep 

RYAN: Has it stopped yet? 
LAURIE (O-S): No. 

Scene #25 - Laurie Reads, Trying to Stay Awake 

25A RACK FOCUS SHOT: Laurie's book (as she holds it, flipping 
through pages) is CAM LEFT, out of focus, close to the 
CAM/ Ryan is CAM RIGHT, in focus, away from the 
CAM, on the couch 

** IMPORTANT NOTE: LEAVE ROOM FOR A DISSOLVE AT 
THE BEGINNING OF THIS SHOT (TO BE MATCHED 
WITH 24B) 
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25B MS OF LAURIE sitting in the living room chair, reading; she 
looks up from her book, to Ryan (OFF-SCR, CAM RIGHT), 
then yawns; she then reaches off CAM LEFT / OFF-SCR 
to the wind-up clock on the box beside her chair; she then 
winds it, puts it down, & returns to her book 

25C CU OF MOVING BOX TO CAM LEFT OF LAURIE'S CHAIR as 
her hand comes into frame to take the small wind-up 
clock sitting there; as she takes the wind-up clock off 
CAM RIGHT, the CAM then focuses on the gun still 
lying there 

25D LS OF LAURIE & RYAN IN THE DEN (Laurie, off on CAM 
LEFT & Ryan, off on CAM RIGHT) 

** IMPORTANT NOTE: LEAVE ROOM FOR A FADE OUT 
HERE AT THE END OF THIS SHOT 

Scene #26 - Ryan Wakes, Sees Laurie Asleep, Eves Her Gun 

26A MS OF RYAN waking up on the couch; he begins to rub his eyes 
and looks CAM RIGHT to check out the windows and the 
storm, which is gone; he then looks off CAM LEFT, where 
his eyes freeze—something subtly shocks him 

** IMPORTANT NOTE: LEAVE ROOM FOR A FADE IN HERE 
AT THE BEGINNING OF THIS SHOT 

26B MS OF LAURIE asleep in her chair, her book across her stomach 

26C CAMERA (CLOSER TO LAURIE THAN 26B) TILTS DOWN TO 
MCU OF THE GUN on the moving box by her chair 

26D MCU OF RYAN-WITH AN EYELIGHT—as his eyes look from 
the gun, then up to Laurie, slowly; he slowly starts to 
get up, CAM LEFT 

26E MLS OF LAURIE FROM BEHIND THE COUCH (almost Ryan's 
P-O-V); RYAN'S HEAD COMES INTO FRAME, CAM 
LEFT (out of focus), as he sits up, preparing to walk over 
to Laurie & her gun 
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Scene #27 - Crime Scene #1 (Tack Sees a Covered Dead Body) 

27A MCU OF PHOTOGRAPHER flashing & aiming his still 
photography camera into the CAMERA; he takes a flash 

27B MCU OF JACK by the hallway door; Jack is looking to something 
on the floor OFF SCR.; an officer calls OFF SCR. to him 

OFFICER (O. S,)t Sergeant? 
JACK: Give me a minute. 

27C MS ANGLE OF COVERED DEAD BODY OVER JACK'S 
SHOULDER; Jack starts walking to the body 

Scene #28 - Ryan Gets Laurie's Gun 

28A DOLLY INTO LAURIE-CAM IS AT RYAN'S LEFT HIP SIDE AS 
HE WALKS UP TO HER, while she sleeps 

28B STATIC MS OF RYAN as he walks up INTO FRAME; CAM is 
TILTED UP and just behind the right side of Laurie's 
chair; her face/head is out of focus, up close on CAM 
LEFT; Ryan looks to Laurie, then down CAM RIGHT to 
the gun (OFF-SCR on the box) 

28C MCU OF GUN on the box by Laurie's chair; Ryan's left hand 
comes into frame, grabs the gun, pulls it out; CAM TILTS 
UP & PANS RIGHT to LAURIE, as the gun is removed 
from the box; shot remains on Laurie for a moment 

28D RYAN backs away from Laurie, COMES INTO FRAME & STOPS; 
SHOT BEGINS ON MS OF GUN IN RYAN'S HAND as 
he opens the barrel to look inside; then CAM TILTS UP 
TO MS OF RYAN just as he looks from the gun to Laurie 
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Scene #29 - Crime Scene #2 (Tack Uncovers Ryan's Body) 

29A MCU OF JACK as he crouches into frame (CAM AT KNEE-
LEVEL); dead body is OFF-SCREEN between Jack and 
the camera; dead body's head is CAM RIGHT 

DO THE ENTIRE SCENE, INCLUDING DIALOGUE, once with 
this setup (at the beginning, Jack crouches down into 
frame, and at the end of the scene, he stands back up 
again, OUT OF FRAME); CAM is stationary 

<JACK: "Let me see."> thru <JACK: "...hell of a shock."> 

29B MCU OF PETE; Pete looks to Jack (OFF SCR.) for the cue to 
lift the cover; he does; then Jack speaks... 

JACK (O. S.): Where's the gun now? 

PETE: Donovan has it. 

29C MCU OF RYAN'S FACE-JACK'S POV, as cover is lifted 

29D MS OF SAM walking into the room and stopping behind Jack 
(who's OFF SCR.); CAM is chest-level, tilted up to Sam 
SAM: Jack, you should ask your questions now. 

29E MED. 2-SHOT OF SAM & JACK; exactly the same angle and 
so forth as 29D, only this time there is space to Sam's 
right so Jack can stand up into frame to say his line 

JACK: Musf ve been one hell of a shock. 

Scene #30 - Laurie Jolts Awake ("You were safe, lady/') 

30A DOLLY INTO MS OF LAURIE as she jolts awake; Laurie sits up a 
bit, looking at Ryan, to make sure she's not in danger; she 
looks down CAM LEFT to her gun (OFF-SCR) 
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30B CU OF GUN MISSING from the box; TILT UP and RIGHT to 
Laurie as she says her line to Ryan 

LAURIE: Where's my gun? 

She then looks to where Ryan points her, which is 
OFF-SCR, behind her on her left 

30C MCU OF MOVING BOXES BEHIND LAURIE'S CHAIR as she 
reaches over to them and grabs her gun 

30D MS OF LAURIE as she sits back into the chair, with her gun, 
looking at Ryan in surprise; she then calms down and 
puts the pieces together 

LAURIE: What have you been doing then? 

She then puts the gun down on the table and rubs her 
eyes in disbelief. 

LAURIE: My God. I can't believe I fell asleep. 

30E MCU OF LAURIE as she reacts to Ryan's sincerity ("You were 
safe, lady...."); she then nods at his request to leave now 

LAURIE: Okay. 

30F MS OF RYAN sitting on the couch, eating an apple with his 
knife; a REVERSE ANGLE FROM 30A; he looks up to her 
(OFF-SCR, CAM LEFT) when she jolts awake, and waits to 
see what she'll do; he points over to the moving boxes 
behind her chair, on her left; he waits for her to get her 
gun; 

RYAN: You were asleep. It wasn't safe there. 
LAURIE (O.S.): What have you been doing? 
RYAN: Just eating an apple. I hope you don't mind. 

30G MCU OF RYAN, sincere in his explanation 

RYAN: You were safe, lady. You've been good 
to me. I'd like to get going now. 
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Scene #31 - The Bernardi Scene 

31A MED. 3-SHOT OF JACK, SAM & BERNARDI (Bernardi's close to 
the camera & not as in focus as Jack and Sam), as Jack 
walks up with Sam to shake Bernardi's hand 

SAM: Mr. Bernardi, this is Sergeant Dawson. 

31B MCU OF BERNARDI; he shakes hands with Jack OFF-SCR; then 
shoot where Bernardi nods to Jack after Jack's line, "We 
have to confiscate....after your statement"; then shoot also 
where Bernardi nods and walks off after Jack's other line, 
"Thaf s all we need right now."; it is not necessary to shoot 
the entire scene with this setup 

31C MED. 2-SHOT OF SAM & JACK looking to Bernardi (OFF-SCR) 

1) JACK: Just tell me what happened, sir. 

(Don't shoot Bernardi's dialogue from this setup.) 

2) SAM (to JACK): They came back from vacation tonight 
and went straight to bed. I think the kid saw the 
papers out front. 

JACK (to BERNARDI): We have to confiscate your gun 
and the things he was taking. You'll get them back 
after your statement. 

3) Jack looks back to Bernardi after seeing Bernardi's 
family. 

JACK (to BERNARDI): Detective Crane will arrange.... 

Thaf s all we need right now. 

(Bernardi walks off, back to his family.) 

4) JACK: Take care of them, Sam. 

SAM: I will. 
PETE (OFF SCR.): Jack, you need to see this. 
JACK AND SAM WALK OUT OF FRAME over to Pete. 
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31D CU OF BERNARDI; same angle, of course, as 31B (the MCU OF 
BERNARDI) 

BERNARDI: He was just a kid. I was asleep with my 
wife....I didn't know he was just a kid. 

31E CU OF JACK as 1) he reacts to Bernardi's first line, "He was just 
a kid.", and 2) looks from Bernardi to the family, both 
OFF-SCREEN 

31F MLS OF BERNARDI'S FAMILY in the dining room, distraught 

31G WIDE ANGLE FROM BEHIND PETE as Jack & Sam walk over 

to the body again, as Jack crouches once again by the body 

*****NOTE: The rest of this scene plays out like the same setups in 29***** 

31H MCU OF PETE as he shows Jack the bandage on Ryan's arm 

1) PETE: Look at his arm. This didn't happen tonight. 
This happened just days ago. This kid's seen some 
trouble. 

2) Pete hands Jack the plastic evidence bag. 

PETE: This is all he had on him. 

311 MCU OF JACK, crouched in front of the body once again and 
across from Pete; Sam stands OFF- SCR. behind Jack 

1) Pete (off-screen) shows Jack the arm, then Jack turns his 
head slightly to Sam. 

JACK: You said you knew him. 

2) Pete (off-screen) hands Jack the plastic evidence bag. 

JACK: He didn't have any family? 
SAM (O-S): His mother died....there's no other family. 
JACK: How old was he? 
SAM (O-S): Fourteen. 
JACK: Damn. 
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31J CU OF RYAN'S LEFT ARM, FROM JACK'S POV, as Pete shows 
him the wound & bandage 

31K MS OF SAM as he stands behind Jack; CAM: is chest-level and 
tilted slightly up to Sam 

1) SAM: Yeah, he was in juvie hall off and on. Says here 
he ran from his last home two months; ago. He was 
abused before. 

2) SAM: His mother died in '89....there's no other family. 
JACK (O-S): How old was he? 

SAM: Fourteen. 

31L MCU OF PLASTIC EVIDENCE BAG as Pete hands them to Jack 

31M,N INSERT SHOTS of Lab Technician dusting for prints 

Scene #32 - Tack By His Car, Seeing Kids Play 

32A MS OF JACK at his car, with house in background; Jack throws 
his jacket into the car; then some kids (OFF-SCREEN/ 
CAMERA LEFT) draw his attention 

32B LS OF KIDS PLAYING down the street 

SOUND NOTE if1• NEED TO GET KID NOISES EITHER 
IN THIS SCENE OR IN POST 

32C MCU OF JACK, with CAMERA PARALLEL TO CAR; more of 
a frontal view than 32A; Jack reacts to the kids, then deals 
with his beeper, then opens his car door 

SOUND NOTE #2: NEED TO GET BEEPER SOUND IN 
POST 
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Scene #33 - Ryan & Laurie Say Goodbye 

33A CAM INSIDE HOUSE as Ryan (OFF-SCR) opens the front door 
from LEFT to RIGHT, then steps out onto the front porch 
INTO FRAME (MS OF RYAN); when he looks to Laurie, 
he looks OFF-SCR, CAM RIGHT 

33B TIGHTER ON RYAN; CAM is also physically outside the house 
now, on Ryan [this is for the second half of their conv.] 

33C MCU OF RYAN'S RIGHT HAND as he extends it to shake hands 

with Laurie 

33D REVERSE MS OF LAURIE (opposite of 33A) 

33E TIGHTER ON LAURIE, like 33B is of Ryan 

Scene #35 - Laurie On Phone With Family in California 

35 DOLLY INTO LAURIE who's sitting at the dining room table; 
only shards of light from outside illuminate the room 

DO LAURIE'S PHONE CONVERSATION TO HER FAM. 

** IMPORTANT: LEAVE ROOM FOR A DISSOLVE AT THE 
END OF THIS SHOT (TO BE MATCHED WITH 36A); 
CONSULT SCRIPT FOR BEST PLACE TO HAVE 
CAMERA STOP ROLLING FOR SCENE 36 

** BUT REMEMBER TO RECORD THE ENTIRE 
CONVERSATION WILD-SOUND FOR POST-SOUND 
OVERLAP WITH SCENE 36 



65 

(Shot Lists continued...) 

Scene #36 - The Alley Scene 

36A WS OF AREA UNDER STREET LIGHT as Ryan runs up to it and 
stops 

NOTE: LEAVE ROOM FOR DISSOLVE AT THE 
BEGINNING OF THE SHOT 

36B MS OF RYAN as he stops in front of the garbage can; 45 
DEGREES OFF THE GARBAGE CAN; CAM ANGLE is 
about waist-level, looking up at Ryan 

(Ryan reaches into his right pocket and takes out 
the five bullets.) 

36C SHOT OF RYAN'S RIGHT HAND, the bullets are there; CAM 
ANGLE IS SLIGHTLY DOWN ONTO HIS HAND 

36D TIGHTER THAN THE MED SHOT IN 36B 
(Ryan throws away the bullets, turns the bill of his 
cap forward, takes a last look up the street he came, 
and starts running down into the alley.) 

36E LS OF RYAN as he "runs off into the alley, alone"; STATIC 
SHOT 

NOTE: LEAVE ROOM FOR A GOOD FADE-OUT AT THE 
END OF THE SHOT 
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For the Rerecording Mixer of 
Disturbing the Peace 

Director's Sound Journal 

ty 
William Hatton 

Director/ Producer 
February 6,1997 

This journal is my sound proposition for Disturbing the Peace. The 
method I have used is similar to a television script. The left side of each page 
contains the picture information of the film. The right side contains the most 
important sound issues. 

This journal goes through each scene and the editing transitions that 
are important for sound. Each scene section contains the scene number (as it 
appeared in the original script) and a shorthand scene name (to give us easy 
reference points). The sound issues I present are mostly technical, so they 
should help you. Remember that I am open to any and all ideas you have. 
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Sc. Picture Sound 

OPENING UNT CREDIT FADE UP: Office Sounds 

2 Office Scene CONTINUE: Office Sounds 

OPENING CREDITS DECISION: 1) whether to continue 
Laurie's conversation and office 
sounds over the credits, or to 2) 
bring up night & police sounds 
as a prelude for the next scene 

1st COP Scene 

Wide Shot of Jack & Sam 
walking up to the house 

TONE: Night & Police Sounds 

FILL-IN: With Night & Police 
Sounds (there is only leader 
here) 

5-14 The Break-In 

The shots of Ryan outside 
picking at the lock 

SOUNDS OF STORM approaching 
(with respect to interior and 
exterior shots); continue 
throughout the sequence 

REPLACE: The sound as Ryan picks 
at the lock (we had camera noise 
here) 

Ryan clicks the lock open 

Laurie sits up in bed & listens 

ADD: The click when the lock clicks 
open 

ADD: From Laurie's perspective, the 
sounds of someone downstairs 
at her back door 
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Laurie approaches her 
door to hear if someone 
is breaking in 

Laurie comes down with 
her gun to encounter Ryan 

Laurie approaches & kicks 
something on the floor 

ADD: The sound of her back door 
closing (which forces her to go 
& get her gun) 

DELETE: The unintentional security 
alarm beeps in this shot 

ADD: Continuous sound of Ryan 
going through the moving 
boxes (w/respect to when we're 
with him and when we hear it 
from Laurie's perspective) 

ADD: The sound of Laurie 
accidentally kicking something 
on the floor 

The shot right after Ryan 
stops fidgeting in the boxes 

The gunshot 

TAKE-OUT: The unintentional 
voices in the background 

ADD: The gunshot & the storm 
approaching (there is only 
leader here) 

15 1st Henry & Martha Scene ADD: Henry's TV Show (preferably 
a cop show or western with 
guns going off) 

16 The Encounter CONTINUE: Sound of the storm 
approaching (with respect to 
interior); it should be very 
subtle in this scene 

Laurie flicks on the light 

Laurie's P-O-V of the den 
before we see Ryan crawl 

CLEAN-UP: The sound in this shot 

FILL-IN: The beginning of this shot 
(there is only leader here) 
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1st closeup of Ryan moving 
behind the boxes 

Laurie picks up the phone 
to dial 9-1-1 

Ryan places his tools on 
a box & camera tilts up 
to his face 

The two shots of Ryan 
reaching into his left pocket 
& showing his wound 

The phone rings; if s Martha 

The shots of Ryan as he 
watches Laurie talk to Martha 

TAKE-OUT: The tail end of the 
director saying, "Action!" (this 
is at the very beginning of the 
sound for this shot) 

ADD /REPLACE: The sound of the 
phone being picked up 

FILL-IN: The sound at the end of 
of this shot (there is only leader 
here) 

REPLACE: The sound in these shots 
(we had camera noise) 

ADD: The phone rings 
ADD/REPLACE: The sound of the 

phone being picked up if you 
changed it before (bottom pg. 3) 

FILL-IN: The sound in these shots 
(there is only leader here) 

17 2nd Henry & Martha Scene RETURN: To Henry's TV Show 

18 lack Walks Into the House ADD: Room tone 
ADD: Off-screen police chatter/radio 
ADD: Camera bulb flashes (where 

appropriate) 

1st Storm Over Suburb Shot ADD: Rain (exterior perspective) 

From here until Ryan wakes up, we must deal with the "rain tone". 
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19 The Bandage Scene 

Ryan's P-O-V of the gun on 
the table 

ADD: The storm (interior perspect.) 

FILL-IN: The sound in this shot 
(there is only leader here) 

20 The Fireplace Scene 

The lights flicker when 
Ryan is by the fireplace 

The shot of Laurie after 
Ryan puts the box on the 
floor 

CONTINUE: The storm 

TAKE-OUT: The sounds of the crew 
turning the lights on & off 
(thunder should be here) 

REPLACE/CLEAN-UP: The sound 
here to match the sound of the 
shot on Ryan's hands getting 
into the tin box 

21 Rvan On The Phone 

Ryan speaks to Laurie* 

Ryan looks up as the lights 
flicker a second time 

CONTINUE: The storm 

'DEAL WITH: Ryan's dialogue 
(the mic was not on him) 

TAKE-OUT: The sounds of the crew 
turning the lights on & off 
(thunder should be here) 

22 2nd Storm Over Suburb Shot ADD: Rain (exterior perspective) 
EXCEPT: The rain volume should 

be lower & "quieter" here than 
before (to allow for music), 
and should continue to lower 
into the next scene 

23 The Conversation 

1st shot: Ryan sits looking 
at his knife 

CONTINUE: The storm (interior 
perspect.), but the volume here 
should be subtle and "quiet" 

TAKE-OUT: The sounds of the 
camera dolly in background 
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DISSOLVE: DISSOLVE: (*The sound provided 
here on the mag is from the 
end of scene #23; to continue 
the sound dissolve, we need 
to add the beginning sound 
for the shot we dissolve in to 
in scene #24 and fade it up) 

24 Laurie Bv The Window 

The two shots of Ryan lying 
on the couch & speaking 

DISSOLVE: 

CONTINUE: The storm 

CLEAN-UP: The sound here (we 
had camera noise) 

DISSOLVE: (The sound provided 
here on the mag is from the 
end of scene #24; to continue 
the sound dissolve, we need 
to add back the beginning of 
scene #25 and fade it up) 

25 Laurie Reads Her Book CONTINUE: The storm 

FADE OUT: 

BLACK 

FADE IN: 

FADE OUT: To silence 

A FEW SECONDS OF SILENCE 

FADE IN: To the scene 

26 Ryan Wakes Up NOTE: **The storm has subsided." 

27 Tack Walks Up To The Body ADD: Subtle police chatter (maybe) 

28 Ryan Walks Up To Laurie CLEAN-UP: The sound during this 
scene ("smooth", quiet audio 
will be most dramatic here) 
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29 The Cop Lifts the Sheet 

The shot on Ryan as the 
sheet is lifted 

ADD: Subtle police chatter (maybe) 

REPLACE: The sound here with 
room tone & the sheet being 
lifted (there is serious camera 
noise in this shot, unlike any 
of the others) 

30 Laurie Wakes Up 

FLASH-TO-WHITE 
BEFORE NEXT SCENE 

REPLACE: The sound here in the 
beginning, when the sound is 
on her & she shifts in her 
chair (we had camera noise) 

ADD: An appropriate "flashing to 
the next scene" sound effect 

31 The Bernardi Scene 

An officer calls Jack back 
over to the body: 
"Jack, you need to see this/ 

The bandage is unrolled 

Jack says, "Damn/ 

FADE-OUT, BLACK & 
FADE-IN: 

ADD: Distant police radio chatter 
(perhaps) 

REPLACE: This V-O line with the 
real actor saying it off-camera 
(it was recorded during 
production) 

CLEAN-UP: The sound here; 
there is a change in room tone 
& background noise (try to 
make it a "smooth" bridge) 

FADE-OUT: The room tone here, 
leaving a couple of seconds of 
complete silence before the 
picture fades to black 

SILENCE/FADE UP: The sound of 
the storm passing ("wind") 
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33 The Goodbye Scene 

Wide Shot of the house 

Ryan's hand is extended 

The last shot of Laurie as 
she closes her front door 

CONTINUE: The storm passing 

ADD: Night sound (there is only 
leader here) 

ADD: Night sound (there is only 
leader here) 

FADE-DOWN: The natural sound 
here, as a transition into the 
"quietness" of the next scene 

ADD: The beginning of Laurie's 
conversation w/her family 
as V-O here (contained on the 
3rd DAT tape) 

35 Laurie Calls Her Family 

DISSOLVE: 

CLEAN-UP: The instance or two 
of camera noise in the 
background 

DISSOLVE SOUND HERE 

36 The Alley Scene CONTINUE: Laurie's conversation 
as V-O (change the tone of it 
to sound "dreamy" or like 
"distant echoes of the night 
we've seen") 

DECISION: Whether or not to add 
any distant city sounds or 
footsteps in this scene (there is 
only leader here) 

FADE-OUT: 

END CREDITS 

FADE-OUT: To complete silence 

MUSIC ONLY 
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For the Composer of 
Disturbing the Peace 

Director's Scoring Journal 

William Hatton 
Director/ Producer 
December 19,1996 

This journal is my scoring proposition for Disturbing the Peace. It 
includes specific information about the film itself, my proposed outline for 
where music should be placed in the film, and ideas about the music in 
general. As such I've divided this journal into three sections: 

I. Scene Breakdown List 
(Here I include proposed shorthand names for each 
scene, so that we can easily identify any given scene.) 

II. Proposed Tracks w/Names 
(Here I propose a scoring guideline from a director's 
standpoint.) 

HI. Ideas About the Music 
(Here I briefly discuss general ideas about the score I'm 
looking for.) 
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L Scene Breakdown List 

I figure by giving each scene or sequence a shorthand name, it will 
give us easy reference points. What is listed below is the order of 
scenes/sequences as they appear in the final film. The left hand scene 
number shows what order they appear in the actual script. Therefore 
some scene numbers are missing because we either didn't shoot those 
scenes or they ended up on the cutting room floor. 

Scene # Proposed Shorthand Name 

2 "The Office Scene" 
(...where Laurie speaks to her friend about leaving 
her job and moving away) 

FADE OUT 

Opening Credits 

FADE IN 

4 "The 1st COP Scene" 
(...where Jack & Sam are first introduced outside 
the house, and they've just arrived at the crime 
scene) 

5-14 "The Break-In" 
(...from where the kid begins to pick at Laurie's 
door lock, all the way to where she shoots her 
gun) 

15 "The 1st Henry & Martha Scene" 
(...where they sit in bed, watching TV, and Martha 
seems to hear a gunshot which isn't coming from 
the TV) 

16 'The Encounter Scene" 
(...where Laurie meets Ryan, Ryan convinces 
Laurie not to call the police, and Laurie speaks to 
Martha on the phone) 
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17 "The 2nd Henry & Martha Scene" 
(...where Henry doesn't believe Martha heard 
anything, and he says that "nothing ever happens 
in this neighborhood") 

18 "Tack Walks into the House" 
(Jack walks in to get his first look at the crime 
scene; this scene is intended to contradict the last 
one since something has happened in the 
neighborhood) 

"1st Storm over the Suburb" 
(This is just an exterior shot of the storm pounding 
down on the house; it is just a transition between 
Jack walking into the house and the Bandage 
Scene, since they're both of different time frames) 

19 "The Bandage Scene" 
(...where Laurie dresses Ryan's wound) 

20 'The Fireplace Scene" 
(...where Ryan finds his hidden knife from years 
ago and shows it to Laurie) 

21 "Ryan on the Phone" 
(...where Ryan calls his "brother and sister") 

22 "2nd Storm over the Suburb" 
(This is just another shot of the storm; again, used 
as a transition between two scenes) 

23 "The Conversation" 
(...where Ryan and Laurie talk about their parents 
while waiting for the storm to pass) 

DISSOLVE TO: 

24 "Laurie by the Window" 
(Laurie drinks some hot tea and stands by the 
window waiting for the storm to pass; Ryan is 
beginning to fall asleep) 



77 

(Scoring Journal continued...) 

DISSOLVE TO: 

25 "Laurie Reads Her Book" 
(...where Laurie quietly passes the time as Ryan 
tries to sleep a little) 

FADE OUT 

FADE IN 

26 "Rvan Wakes UP" 
(...and sees Laurie has fallen asleep; he has the 
opportunity to go and get her gun) 

27 "Tack Walks UP to Laurie" 
(Jack sees the covered body, and begins walking 
toward it) 

28 "Ryan Walks UP to Laurie" 
(...as she sleeps; he grabs the gun) 

2 9 "The COPS Lift the Sheet" 
(...to reveal Ryan is the one who's dead) 

30 "Laurie Wakes UP" 
(...startled that she fell asleep; "You were safe, 
lady...") 

31 "The Bernardi Scene" 
(...is where we learn Mr. Bernardi, who lives in 
another house, shot Ryan while broke into his 
home; the scene continues when Jack & Sam 
return to the body and wrap things up; it ends with 
Jack saying under his breath, "Damn.") 

FADE OUT 

Sounds of the storm passing.... 

FADE IN 
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33 "The Goodbye Scene" 
(...where Laurie & Ryan say goodbye, neither 
realizing what's going to happen to him in a few 
days; "Your kids are lucky/') 

35 "Laurie Calls Her Family" 
(...because this whole experience has affected her, 
but so personally she doesn't tell her husband 
anything about it; she just wants to hear her 
family's voice) 

36 "The Alley Scene" 
(...where Ryan rids himself of the bullets from 
Laurie's gun, turns his cap around the right way, 
and runs down into the alley, alone) 

FADE TO BLACK 

End Credits 
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II. Proposed Tracks wlNames 

#1 The Break-In 
From: Either 1) the beginning of the first cop scene, or 

2) Ryan picking at Laurie's door lock 
To: The Gun Shot 

The movie really kicks off here. Suspense and 
danger are the key elements here. The closer 
Laurie gets to facing the intruder, the closer the 
music peaks as the impending confrontation is 
all-too-apparent. The scene reaches its zenith 
when Laurie shoots the gun. 

#2 The Encounter 
From: Where Laurie turns on the lights at the beginning 

of the encounter scene 
To: "Wait! Don't shoot me, don't shoot!" 

When we return to Laurie's house and we see her 
holding the gun, we realize the crisis is not over. 
She has a moment of pause (as should the 
viewer), but the intruder must still be dealt with. 
Anxiety begins again when she gets a glimpse of 
the "man" trying to shield himself behind her 
moving boxes. As she steps closer, with gun in 
hand, she and the viewer quickly discover that 
this intruder is not a full-grown man, but an 
adolescent boy who doesn't appear to be a strong 
threat. With that, Laurie's emotions begin to turn 
from pure fear into anger. She has the gun, and 
he's just a kid. So when she begins to feel secure 
about having some power in the situation, her 
rational side kicks in with anger. (But she still 
knows to protect herself.) 

Ryan is desperate in this scene: at first to not get 
killed, then not to get sent to jail. Ryan's 
motivation is to just get away, but here's this 
woman with a gun on him. He even tries to hide 
the fact that she did shoot him in the arm (even 
though the bullet just grazed him). 
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He just wants to get away. He doesn't seem to 
want to hurt her. He tries to draw on her 
sympathies by saying he has a brother and a sister 
to look out for. (In truth, this is a lie.) Laurie 
begins to believe his story and refrains from 
calling the police. She feels a sense of guilt and 
concern when she sees his gun shot wound. But 
above all this she is still apprehensive and takes a 
risk in seeing if the boy's story is true or not. Her 
humanity may be her downfall. 

#3 Something's Happened in This Neighborhood 
From: Right after Henry flicks off his bedside lamp 
To: The rain just before the bandage scene (and 

perhaps continuing into that scene) 

As the story is constructed, Henry is the only 
neighbor who could come to Laurie's rescue. 
When he flicks off his light and doesn't believe 
anything's wrong, he may have signed Laurie's 
death certificate. From here on in, Laurie is on 
her own with the boy. And when we flash to the 
present story of Jack at the crime scene, it begs us 
to say, "Something did happen in this 
neighborhood." 

#4 The Hidden Knife 
From: Right at the beginning of the fireplace scene 
To: "Mind if I stay 'til the storm breaks?" 

Here the mystery is at a high point. What is this 
boy up to, and what could he possibly have 
hidden here? When he shows her the knife and 
she asks about his mother, it hits on a soft spot 
with him. He was obviously affected by his 
mother's death. Laurie now begins to feel 
compassion for Ryan and comes closer to trusting 
him, so much so that she gives the knife back to 
him (a knife which could be used as a weapon). 
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But when Ryan wants to change the subject and 
casually asks if he can leave after the storm passes, 
Laurie instantly becomes angry. Just because she 
feels for the boy's family situation doesn't mean 
he should get off scott-free, and on top of that, 
how does she still know he's telling the complete 
truth? He has one thing left to do in convincing 
her: the phone call to his "'brother and sister." 

#5 Waiting for the Storm to Pass 
From: The end of the Ryan-On-The-Phone scene, where 

the lights flicker a second time, and Ryan looks 
over to Laurie when her back is to him 

To: The fade-to-black before Ryan wakes up 

When Ryan finishes talking to his "brother and 
sister" and then tells Laurie he wants to get back 
to them, she's heard enough. By asking his name, 
she shows that she believes the boy. Now this 
isn't to say that they're friends now, it just means 
that she's convinced that he didn't break in to 
harm anyone. But when Laurie goes to the table 
to put away her bandage materials, the lights 
flicker once again. She doesn't see Ryan looking 
into her direction. He realizes she trusts him. 
The viewer should wonder if she's still in danger. 

...Transition... 
When Ryan and Laurie sit in the den waiting for 
the storm to pass, Ryan sits with his knife, deep in 
thought. He reflects back to his childhood, what 
he's lost in his life, and how he no longer has his 
parents (his mom did die, and his dad went to 
prison a few years later). When he asks Laurie 
about her parents, he is really thinking about his 
own. And when he asks if her dad was a good 
man and if he loved her, he's really wondering if 
all dads in the world are like his own. When 
Laurie reveals that she has kids, Ryan is taken 
aback. He thought she was single and had no 
family of her own. 
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He now sees the mothering nature she has, and 
he misses that in his life. He now begins to feel a 
slight bond with her, and maybe he wishes he had 
been one of her kids. (This is a conclusion the 
viewer should reach only after watching the rest 
of the film, because there is that impending 
revelation of what that crime scene is all about. 
At this point, on a first viewing of the film, the 
viewer should wonder if there is the start of a 
bond here or if the kid is just making small talk.) 
Now when Laurie asks about his father, she gets 
the sense that things may not be alright for him at 
home. She doesn't (and won't) know the truth 
about his father, but she does feel for Ryan, and 
ponders on what life has been like for the kid. 

...Transition... 
This question Laurie has, continues as she stands 
by the window, watching the storm outside. At 
the same time the music should still be aware 
that there's something tragic yet to come. The 
"quietness " of these scenes (leading to the fade-to 
black before Ryan wakes up) should be matched 
by a sense of danger in the air. 

#6 The Body 
From: The fade-in right before Ryan wakes up 
To: Where Laurie wakes up (and maybe throughout 

the rest of that scene) 

Pure suspense and anxiety is the goal for this 
track. When Ryan sees Laurie asleep and then 
looks to her gun, we have definitely reached Plot 
Point II of the film: the viewer will know we're 
in the home stretch of the story. The model of 
music for this sequence (the second half of 
"Fleurs De Rocaille" from Scent of a Woman 
(1992), Thomas Newman) provides the best 
clarification for my goal here. All else which 
should be mentioned is that the music and 
suspense should reach its zenith when the 
camera dollies in to Laurie just before she wakes 
up. 
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The viewer will have several questions in those 
few seconds. Does Ryan shoot himself, which 
causes Laurie to wake up? Are we seeing Laurie 
dead too at the crime scene? Just what is going 
on? (There should be plenty of tension for the 
viewer in this sequence.) If the music continues 
throughout the rest of the Laurie-Wakes-Up 
scene, the most touching moment (and in fact the 
seed for the entire film) is when the boy puts the 
woman at ease, saying she was safe and that he 
knows she's been good to him. This is a deeply 
moving moment for the two of them (as it 
should be for the viewer). 

#7 The Goodbye 
From: Ryan extending his hand to shake Laurie's 
To: The finish of the end credits 
Incl.: A transition between the alley scene and the end 

credits, or a moment of silence between the alley 
scene and the end credits 

We know that Laurie is leaving in a few days to 
be with her family at their new home. We know 
that Ryan will be dead in a few days after another 
break-in. Mv emotional pitch for this film is that 
the woman is leaving the city forever, and so is 
the boy, and they'll never see each other again. 



84 

(Scoring Journal continued...) 

HI. Ideas About the Music 

This film was constructed to be an emotional teeter-totter. We 
learn more about the boy as the film goes on, and the question becomes 
what his true nature is. What's the truth about what's he saying? Is he 
a good kid or a bad kid? 

I perceive Ryan to be an essentially good kid, but he has been 
forced into doing bad things in order to survive. He could have been 
one of the Brady Bunch had his life not turned out the way it did, and 
he regrets that. He sees in Laurie what his life could have been, and 
there's both anger and sadness there. 

I propose that the film score have two main themes: a "Danger" 
theme and a "Regret" theme. They could accomplish the suspense and 
tender moments in the film, respectively. For instance, the "Danger" 
theme could be incorporated into Proposed Tracks #1 and 6. The 
"Regret" theme could be incorporated into Proposed Tracks #4, 5 and 7. 
But this is still just a proposal for your consideration. 

Models of Music 

Models for some of the proposed tracks are listed below (and appear in 
that order on the accompanying tape). There are six pieces. 

1. Ransom, James Horner 
Piece: "The Kidnapping" 
Model for Proposed Track #1 

The Shawshank Redemption, Thomas Newman 
Piece: "New Fish" 
Model for Proposed Track #5 

This, to me, is a broad example of two things I'd 
like to have happening at the same time: 
tenderness and danger in the air. 
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Scent of a Woman, Thomas Newman 
Piece: "Cigars Part Two" 
Model for Proposed Track #6 

This is the perfect example of what I'm looking for 
in 'The Body" sequence. This piece begins where 
everything appears to be alright and quiet (Ryan 
wakes up), but then the listener/viewer is faced 
with danger (the viewer and Ryan see Laurie 
asleep). The rest of this piece has a good flow of 
suspense, which is needed even when we see Ryan 
dead (because how he died is still unanswered until 
the Bernardi sequence). 

4. Indecent Proposal, John Barry 
Piece: End of "Instrumental Suite" 
Model for Proposed Track #7 

This is one of three examples for the Goodbye 
sequence. When this piece fades out, it would fade 
out with the end of the alley scene. (With this kind 
of example then, there would be a moment of 
silence between the final fade-out & the start of the 
end credits.) 

5. Scent of a Woman, Thomas Newman 
Piece: Second Half of "Fleurs De Rocaille" 
Model for Proposed Track #7 

This is the best, clearest example for the Goodbye. 

6. Legends of the Fall, James Horner 
Piece: 'The Ludlows" 
Model for End Credits 

This is a very rough sketch for the End Credits. The 
sentiment (not the grandness of the music) is the 
idea here. 


