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Preface

People go to the movies to experience seven uveraments that are within every film. These same
seven moments compel viewers to watch televisi@nyernight. The more often these moments occur,
typically the more successful the film or televisjgrogram. Genre doesn’t matter (there’s an audiémc
every type of film). Storyline is irrelevant (evesiory has been told). What makes one story diftere
from another is the manner in which it is told lsmng the seven moments.

It took me nearly eighteen months to discover thees moments that matter. It took several moresyear
before | decided to write this handbook. What yowold in your hands can be read in less than an
hour, but don’t take the information too lightlyndeed, with this guidebook, this roadmap to the d&mum
experience, movies can be made far more rich itecoithan they've ever been.

How ThisBook Cameto Be

In 1999, | submitted my first screenplay for coggaThe reader promptly tore it apart and serdcklo
me with a scathing review. | was actually ok withtt Since | hadn’t attended film school or spezdrg
developing my screenwriting ability, | expectedegative review. | undoubtedly had a lot to learn.

The next logical step was to figure out just whegded to be in a screenplay. | spent a small fertum
screenwriting books authored by self proclaimeéesawriting gurus. But after studying these books, |
still had not learned much about writing a screappEveryone screamed, “Act 1! Act2! Act3!” and 6P
points!” Outside of that, these books did nothingrenthan ramble in ambiguity, lacking any concrete
explanation as to specifically why an audience sitlfor ninety minutes and watch a film. That’'sath
this book is about: | found seven moments that egiitivate any audience.

This book explains each moment in detail. This lhad fulfills that part of screenplay and film aysib
that is currently missing on the subject. It is tbsult of an eighteen-month objective analysisame of
the highest grossing movies released during the & early 2000’s.

This book is for the hard-core students of film whsist on understanding why one movie outperformed
another at the box office. It’s for those who wardefinitive answer, not explanations that result i
circular ambiguity. This booklet talks about whatkas our eyeballs lock into position and become
fixated on the big screen.

| believe movies are made to make money. The oaly fer them to turn a profit is to captivate an
audience from beginning to end. From that perspectill warn you now: this handbook does not focus
on story, structure, or artistic expression. Thaskbis about captivating your audience with seven
different moments for the duration of your film.

| am fascinated by the concept of spending a miltlollars (or five or fifty) on a project and getiback
ten to twenty times your investment. That's an anpotential ROI. But what fascinates me even more
is Hollywood's ignorance of what compels an audégiocwatch a movie, enjoy it, and then recommend it
to others.

Despite the difficulty of getting approval to takescript into production, Hollywood still churnstou
absolutely horrible movies that have no hope f@tigating an audience and no hope for returning a
healthy profit for the investors. How can this &®as if nobody really knows what makes a greavia



great. They just try to cram sex, violence, andtpfaces into whatever storyline blows up the leisfy
building.

| am not a successful screenwriter, nor am | aessfal flmmaker. I'm a short-fiction writer turned
movie enthusiast, with an analytical and criticg.e’'m your audience. I've studied over a thousand
movies; dissected them, dictated every word ofodia¢, and every moment of action.

This booklet is a summary of what | found to be phienary moments within a movie that make an
audience take notice.

No matter how far fetched your story, these sevemants are what your audience relates to when they
watch any film. In fact, everything we experienogeal life can be categorized into one of these
moments. This explanation actually makes perfatseseNo wonder people flock to the movie theatre
every weekend. Where else are they going to getriiah humanity in such a short period of time?

| have searched high and low for a book that prewidiefinite answers to what separates great movies

from mediocre ones. Unless | have missed somethut a book does not exist. This handbook is the
result of eighteen months of my life. It's directncise, and altogether avoids ambiguity. Enjoy.

How to Use This Book

The purpose of this book is twofold: To help sckeeters build a stronger screenplay, and to proade
objective method in which to analyze the strendtany screenplay.

You should start by reading through the first seslespters that will explain and give examples fote
of the moments. Once you have a basic understandithgg moments, | suggest you watch a few movies
and acquire a feel for recognizing them when thaguoon screen.

The Blake Rating System is explained in detaihaténd of the book. This system of analysis cansiee
in a variety of ways: finding a strong screenpktyengthening individual scenes, or assisting én th
writing/editing process to help eliminate unnecegsaenes.

The proper application of the seven moments walltein a tighter, more captivating storyline tkak
hold your audiences attention from beginning to. ittt more you can keep your audience’s attention,
the higher the potential return on investment fmunyfilm.
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I ntroduction

Introduction occurs when the audience meets a manacter or when two characters meet for the first
time, regardless if the audience has already rnigtreone. Character-to-character introductions roast
acknowledged either by the characters or througheca work for the audience to recognize them.

Introduction examples:

Dracula (1992) — Dracula gets introduced (20 sesomi the film) before he says goodbye to hisdrid
and leaves to fight a war.

The Sting (1973) — Two characters meet for the finse when Hooker wakes up a drunk Gondorff (26
minutes into the film).

Payback (1999) — Porter is introduced while a dogesforms backroom surgery on him for gunshot
wounds (1.5 minutes into the film).

As Good As It Gets (1997) — Melvin gets introdugdten he drops his neighbor’s dog into the trash
chute (1 minute into the film).

An introduction is a powerful moment for the audienYou should capitalize on it by delivering
additional information about your plot while theachcter is being introduced. The above examples are
strong introductions because they also conveyipfotmation at the same time the character is being
introduced.



Because your audience can only meet a new cha@uter you should spread out the introductions.
When a new character enters a scene, the audego@g to perk up and start asking questions: Who
this? What are they doing? Where are they goingffidsa good guy or a bad guy? What's his parhis t
story? When you introduce two characters at onoe aye essentially diffusing these questions and
weakening the introduction for both characters. ’Doa it. Instead, play upon your audience’s thasgh
Let them learn about the most recent characterdégimu bring someone new into the story.

Discovery

Discovery is when your audience learns somethiagpRrtains to the story. There are three types of
discoveries: Explaining, Pushing, and Plotting. Yan express discovery through dialogue (the hero
says he is afraid of snakes) or you can visualpress discovery (the heroine searches under heahdd
the camera shows a close-up of a bomb wired tbéeiframe). The more discoveries you cram into a
scene, the more you will captivate your audiend¢® imore relevant the discoveries are to the gilet, t
more

attentive your audience will be to that particidaene.

Discovery examples:

The Sixth Sense (1999) — The strongest discovettyisrstory happens to be an explaining discovany,
it occurs when Dr. Malcolm Crowe learns the trublowat himself near the end of the movie.

L.A. Confidential (1997) — Ed Exley discovers Cdptidley Smith isn’t completely legit when Smith
asks him about Rollo Tomasi (100 minutes into time)f

Ghost (1990) — Sam Wheat follows his friend Ca tihug’s house and discovers Carl and Willy are in
league together (57 minutes into the film).

The Usual Suspects (1995) — At the end of the filla,audience discovers who Keyser Soze really was.

Discoveriesthat explain: An event occurs or information is revealed thadlains previous events within
the story or supports the current direction ofdtogy. An example from Get Shorty (1995): Chili
describes his movie idea to Harry and Karen. Thamni explanation of the story thus far (18 minutées
the film). The information does not alter the direr of the story, nor does it offer a choice fdnl
Harry, or Karen to alter the current path of ther\st This type of discovery simply explains or jties.
Nothing more.

Discoveriesthat push: An event occurs or information is revealed thaghges the story in a direction.
The characters are not given a choice. They ace@orAnother example from Get Shorty: when Bones
tells Chili to visit the dry cleaner’s wife (9 mitas into the film). Chili is forced to visit her teuse
Momo is dead, and Chili now belongs to Jimmy CdmatTpiece of information is a push. In the next
scene, we see Chili meeting with Faye, the dryndea wife. Chili did not visit her because he wahto
do so. He went because he was forced.

Discoveriesthat plot: An event occurs or information is revealed thives the character to make a
choice to take the story in a new direction. Yeither example from Get Shorty: A casino manages ask
Chili if he will talk with a movie producer who ia debt to the casino (12 minutes into the filmhilC



makes a decision to visit the movie producer. Herhade a choice that will take the story in another
direction. He has just “plotted” an event basecatiscovery.

Although you need to keep discoveries flowing tefkéhe audience interested, you don’t necessarily
have to reveal consecutive discoveries about thne gdot. Give the audience discoveries, but hagmth
pertain to multiple plot lines. In short, stringethudience along. Character details help shapdeiime
your characters: she sleeps with married men; balthiug problem; she likes to dance in the rdua; s
eats two pints of vanilla ice cream whenever sleaks up with a boyfriend, etc. Character detagsnat
discoveries. Unless your character details pedaectly to the plot, they are superfluous and
unnecessary.

Two simple character details:
1) The private detective hates every type of guepk.38 revolvers.
2) He carries a snub-nosed .38 in a shoulder malstger his jacket.

Those two details would be pointless and a wastgaafious screen time unless they become pertinent
details later in the film, at which time they woudd considered discoveries. Example: The Poliestarr
the private detective for murder, question him, #iwdw him in jail; however, forensics determinke t
murder weapon was a 9mm. At that point, the audiemderstands why you showed the .38, and they
will anticipate the release of the detective.

Discoveries are essential to telling the storygothse, there would be no story progression and
subsequently no end to the film. They are necesgargnjoyable movie that can successfully hold an
audiences’ attention is thick with discoveries tthia¢ctly relate to each other and to the storyline

Theinformation in these two chapters can help transform
your script into a Blockbuster!

|f you want to harnessthe full power of the Seven
Moments, you will need to learn about the other FIVE
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