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102—Steeplechase Pier.
Crowd coming off boat. Florence and Blinker.
After them, shadowing, comes Bill.

Leader—
THIS TIME, THERE IS NO TIME LOST
BY THE INFATUATED BLINKER, IN
GETTING INTO THE SPIRIT OF THE
REVELRY.

103—Any different amusement device.
Blinker with Florence—having a grand time.
Show Bill aloof but watchful, evading discovery
carefully.

Leader— :
THE WALKING BEAM OF A CONEY
ISLAND BOAT MAKES JUST ENOUGH
NOISE TO ENABLE TWO TO CONVERSE
COZILY ALOOF FROM THEIR NEIGH-
BORS.

104—By walking beam.
Wide enough to show several couples—Florence
and Blinker among them; narrows down to
those two, after Bill is established in background,
watchful but not interfering.

105—Close-up of Blinker.
Blinker, in spell of love, says:

Cut-in leader—
“FLORENCE—I—-LOVE YOQOU”
Waits, breathless,
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106—Close-up of Florence.
She laughs a little tremulously but recklessly and
says:
Cut-in leader— ,
“THAT’S WHAT THEY ALL SAY.”
She begins to hum,
* 107—Close-up of Blinker.
He is a little impatient, and says:
Cut-in leader—

“I AM RICH. I CAN GIVE YOU MANY
THINGS—"

He is interrupted.l
108—Close-up of Florence.
She laughs a little, and says:
Cut-in leader—
“THAT’S WHAT THEY ALL SAY.”
She is playing with him, and yet telling truth,
109—Close-up of Blinker.
He is impatient at this repetition. Says:
Cut-in leader—

“I DON’T LIKE YOU TO KEEP SAYING
THATV”

He is annoyed. She is not taking him seriously.
110—Close-up of Florence.
She looks at him—wonders—says:
1 Sketchy, because in this case, “O. Henry” leaders are the

important thing—and they give sufficient clue to the action re-
quired
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Cut-in leader—
“WHY SHOULDN'T I SAY IT? THEY
DO !ll
He is puzzled.
111—Close-up of Blinker.
Surprised—puzzled—angered—says:
Cut-in leader—
“WHO ARE—THEY’?”’
Jealous and anxious.
112—Close-up of Florence.
Surpriséd—innbcent. Says:
Cut-in leader— .
“WHY, THE MEN I MEET.”
What is he driving at?
113—Both—in wider view.
Florence wondering. He changes expression.
Growing tension. Asks her:
Cut-in leader—
" “WHERE DO YOU MEET—THESE MEN?"
She looks wide-eyed—surprised—answers:
Cut-in leadér—
“I MEET THEM—AS I DID YOU—"
Blitiker aghast. Asks:
Cut-in leader—
“DO YOU KNOW SO MANY?”
She allows herself a laugh—says:

Cut-in leader—
“WELL I'M NOT EXACTLY A WALL
FLOWER.”
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He turng away.

114—Close-up of Blinker.
Growing tension—it is sinking in, and finally his
expression grows harder.

115—Close-up of Florence.
She wonders—finally asks:

Cut-in ledder—
“WHAT’S WRONG?”
Her lips part in amazed terror.

116—New angle. Close-up of Blinker.
Swings upon her and cries:

Cut-in leader—
“EVERYTHING'S WRONG! WHY DON'T
YOU SEE THESE —THESE MEN — AT
YOUR HOME? IS IT NECESSARY TO
MEET EVERY TOM, DICK AND HARRY
—QOUTSIDE?”
He is growing furious. So that is the sort
she is!

117—Profile close-up of Florence.
She laughs. Her voice is brassy-hard, saying:

Cut-in leader—
“IF YOU COULD SEE ‘BRICKDUST ROW’
YOU WOULDN'T ASK THAT. THE FEL-
LOW WHO OWNS IT DOESN’T GIVE US
ANY PLACE TO RECEIVE—AND WE
CAN'T TAKE FELLOWS TO OUR ROOM
—SO0—"
Shrugs.
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118—Wider-angle view, with Blinker nearest camera.

Tension. Big scene as he gets over his horror
and disgust and she realizes it, and rising, dis-
illusioned—exactly as he feels that he is disillu-
sioned about her—Sudden pause—

119—Deck, ad Iiib.
Fire! Excitement. “Where?”—“What'll we
do?”1

120—Deck, another part.
Panic. Woman screams.

121—Walking beam.
Excited scattering of crowd. Florence turning
away—Bill coming forward—Blinker listening.
He grabs Florence by arm. She draws away
He compels her to go.

122—Deck.
Tension. Wild scene.

123—Walking beam.
Bill follows, crowd intervening, as Blinker takes
Florence off. Bill gets after them.

124—Boat davits.

Wild scene. Officer. Sailors. Fire and smoke.
Blinker with Florence. Takes her away—an-
other boat!

125—Another boat.
Crowd more orderly. Women being helped into

1 Sketchy, as this sort of material has to depend on boat,
crowd, director, etc. Continuity only required.
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boat. Blinker on with Florence. Takes her to
boat.
126—Boat davits.
Sailors shot at by officer. Surge away and off.
127—Fire blazing. Sailors lose heads—dash back
from fire and toward—
128—Other boat.
Fire coming. Florence by boat. Sailors rush on
and fight. Get officer’s gun. Surround Florence
and Blinker.
129—Different angle.
Blinker fighting to save Florence.

130—Different view.
Fire coming on. Bill fighting way toward
Blinker and Florence.

131—Other boat.
Blinker fighting. Florence separated from him.
Bill fights way to his side. They notice one an-
other as men with same idea—join back to back.
Florence forced away. They try to get to her.
Surge of sailors over-runs them.1

132—Deck rail.
Florence staggers on. Flames coming, Great
God! What shall she do? Off she races.

133—Boat davits.
Flames leaping. Florence just in time to see
boat lowered away. Too late. Driven back.

3 Necessary departure from O. Henry, to build up Blinker's
good qualities, and achieve a preparation for new finish,
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134—Other boat.
Bill and Blinker together. Several sailors done
for, others lower boat and go. Men peer about,
but smoke too thick for them to see.

135—Rail.
Florence in terror. Sudden blast of flame. On
rail. Leaps.
Diaphragm out.1
Diaphragm in:
136—Blinker’s apartment.

Man caring for Blinker, somewhat burned. Sad
and downcast. Man admits Oldport. Lawyer
listens to story.

137—Hospital entry.
Bill comes out, discharged—head bandaged. He
takes a card out of pocket—looks and puts back.

He does not know what to do, then decides, and
goes off.2

138—FElla’s room.

Florence in bed. Ella attending. Bill knocks, is
admitted.

139—Blinker’s apartment.

Oldport sees Blinker is able to talk business. He
assumes quizzical air, says:

1 Purposely uncompleted to give suspense strength to hold over
into next—slowing—episode.

2 Observe how girl's fate is withheld till disposition of less
important characters is shown.
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Cut-in leader—
“MAYBE I CAN KEEP YOU HERE LONG
ENOUGH TO TAKE UP THAT DE-
FERRED MATTER—"
Blinker wearily assents. Oldport begins:

Cut-in leader—
“YOUR FATHER INTENDED THAT THE
PARLORS OF CERTAIN BUILDINGS
SHOULD BE USED BY THE GIRL-TEN-
ANTS AS PLACES WHEREIN TO ENTER-
TAIN THEIR MALE CALLERS.”
Blinker gives start of surprise—query—agony—
cries out:

Cut-in leader—
“‘BRICKDUST ROW, FOR A MILLION/”
Oldport smiles: ’

Cut-in leader—
“I BELIEVE THE GIRLS HAVE SOME
SUCH NICKNAME FOR IT. WHAT
SHALL I DO?”
Horrible! Blinker in spasm of anguish:

Cut-in leader—
“BURN IT! RAZE IT! DO WHAT YOU
LIKE—BUT I TELL YOU—IT'S TOO
LATE, MAN—IT’S TOO LATE "
He flings away.

140—Ella’s room.

Bill chatting with Ella. Seems to have good
feeling for her—devouring hot-cake she has made
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as he talks with Florence, who is sitting up. He
takes out card, says:

Cut-in leader—
“THAT GUY YOU WAS WID—IS HE ON
THE SQUARE?—HE AST ME TO CALL
ON HIM—"
Florence suddenly recalls all that has happened.
She turns her face away, unable to control tears
of despondency.

141—Blinker’s apartment.
Oldport goes. Blinker “chases” his man, sits in
bad mood, sour and lovelorn by turns.
142—Ella’s room.
Bill dismayed—demands what he has said.
Florence sits up—controls herself. Says, gently:
Cut-in leader—

“HE—HE ISN'T GOING TO—SEE ME
ANY MORE—I GUESS.”

Bill is all anger—“Why?” She tells him:

Cut-in leader—
“I DON'T THINK-—~OUR-—-WAYS OF
LIVING—"
She breaks down.

143—Close-up of Bill.
“The son of a brat!”—so he has chucked “Little
Sis” has he, the rich piker? Well, Bill can see

about that! Of course he thinks the worst of
Blinker.
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144—Wider-angle view.
Bill rises and tiptoes out. Florence weeping
softly with Ella comforting—rough yet tender.
145—Blinker’s apartment.
Man admits Bill and is dismissed. Blinker
hearty—then sees Bill's anger. Rises. Big
scene where Bill denounces him, saying:
Cut-in leader—

“YOU GOT TO BE SQUARE WITH THAT
KID!”

Blinker misunderstands. Bill comes near to
throttling him, before Blinker can gasp:

Cut-in leader—
“YOU DON'T UNDERSTAND—IT WAS
ONLY A DIFFERENCE OF—OPINION--"
Bill waits to find out. Blinker hesitates, then,
seeing threat, begins to explain.

146—Ella’s room.
Florence seems to be asleep, and Ella sneaks off
for some milk or something. Florence gets up,
sad and despondent. Slowly begins to dress.

147—Blinker’s apartment.
Bill amazed at Blinker, who ends up:

Cut-in leader—

“IT’'S A QUESTION OF ETHICS—"
Bill glowers and snaps:

Cut-in leader—
“ETHICS BE DAMNED! IT'S A QUES-
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TION OF—ARE YOU GOIN’ TUH BLAME
HER FOR THE VERY THING YOU MADE
HER DO?”
Blinker begins to consider.
148—Ella’s room.
Florence dressing (suspense: Does she recall
that revolver and want to add her tragedy to the
dreary ones of “Brickdust Row?”)
149—Blinker’s apartment.
Big realization—*“All my fault.” Blinker goes
off with Bill.
150—Ella’s room.
Ella soothing Florence. Latter does not wish to
live. All life is black before her.

151—Hall outside door.
Comedy relief as Bill and Blinker come on and
latter draws back in a natural suspense as to his
reception and Bill tells him to “beat it on in!”
Blinker knocks, and goes in. Bill pauses.
152—Ella’s room.
Florence looks up. Ella surprised. Blinker
pauses. Ella seems to be attracted by something.

153—Crack of open door.
Bill is making violent gestures to get Ella out.

154—Ella’s room.

Ella catches Bill’s idea, and moves unostenta-
tiously out. Then Blinker strides to Florence.
He says:
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Cut-in leader—

“IT'S ALL WRONG. I'VE COME TO
SQUARE IT.”

Florence is reserved, chilly, as she says:

Cut-in leader—

“YOU MEAN-—ABOUT THE PARLORS?”
Blinker is beside her, and catching her hands he
cries:

Cut-in leadcr—

“I MEAN—ABOUT YOU!—AND ME!”

In spite of herself, Florence is forced to lift her
eyes, and as she reads the look in his own she is
compelled to realize that the air is cleared at last
and that the happiness that seemed dead is again
alive—palpitant happiness that draws her into
his ready arms.

155—Hall outside Ella’s room.

Bill “fixes it up” with Ella to “travel double.”
She wants to rush in and tell her chum, but Bill
stays her: “Nix—let ’em do some clinchin’
first!”

156—Ella’s room.
' Florence and Blinker embracing.
Circle diaphragm closes to blackness.1

1 This is the script before it reached production. If you see
the picture, you will no doubt observe directorial alterations that
came up during production. In that case you will have valuable
experience in seeing the difference between the original—the
script-writer's conception—and the directorial interpretation.

27



CHAPTER XXI
MARKETING THE PHOTOPLAY SCRIPT

Writing the photoplay is essentially an art; market-
ing the photoplay script is a business; and the sooner
the writer adopts intelligent, up-to-date business
methods in offering his stories, the sooner he is likely
to find the checks coming in. It is not enough merely
to send out your script; it must be sent to that editor
who is in the market for the kind of script you have
written, As one editor has said, “Don’t send a Bibli-
cal photoplay to a firm that makes a specialty of Indian
and cowboy subjects.”

Your first care, then, should be to have as complete
a knowledge as possible of what every company is
doing, what kinds of stories they need at the time,
where their field-companies are working, and, above
all, what kinds of scripts certain companies positively
do not want at any time. For of course, there are
companies with definitely fixed policies, besides con-
cerns that announce from time to time that they are
unable to use stories of this or that sort.

The most important aids to a thorough knowledge of
the photoplay market are the different moving-picture
trade-journals and the magazines published exclusively
for writers.! By studying them you will equip your-

2 See Chapter XIV.
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self with a first-hand knowledge of what the different
studio editors need, and so be on the right road.
Don’t take a gambler’s chance by sending out your
scripts without knowing precisely what is a good
prospect.

In almost every one of the foregoing chapters we
have raised points that bear upon the selling of your
story as well as affect the particular part of the script
then being discussed. To repeat one instance, you
were advised not only to satisfy yourself that a com-
pany is in the market for society stories, but to look
into the nature of the stock-company producing their
plays. If the company you select is one that features
a woman in most of its picture-stories, and yours is a
photoplay with a strong male lead, you would be un-
wise to submit it there. True, it might be accepted
and one of the studio writers commissioned to rewrite
it in order to give the “fat” part to the leading
woman, but your check would be proportionately
smaller to compensate for the rewriting—you would,
in fact, be paid little more than if you had sold the
bare idea.

In submitting your script to a given company, do not
address it to individuals, unless there is a very good
reason for so doing—and there seldom is. Address
your letter either to the “Editor, Blank Film Com-
pany,” or to the “Manuscript Department.” Most
useless of all is the practice of sending to some person
who is known to be associated with a certain company,
without knowing just what his position is.

Once the photoplaywright has begun to sell his
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scripts, he will usually prefer to do his own marketing.

If, he argues, he is able to write salable photoplays,
why should he share his checks with authors’ agents or

photoplay clearing houses? Yet many writers find an
agency to be advantageous. But you had better take
the advice of an experienced friend before committing
your work to an intermediary—not all are capable and
not all are honest.

One thing the writer should remember: Send o
script to only one firm at @ time. There is one com-
pany at least, and there may be more, which announces
that no carbon copies of scripts will be considered.
The implication, of course, is that they are afraid to
pass on carbon copies for fear that at the time they are
looking over a script it may have been already pur-
chased by some other company. If you do send out a
carbon copy of your script, make it plain to the editor
in your accompanying letter that the original script
has gone astray or been destroyed, and you are send-
ing the carbon in its place for that reason. But why
send a carbon script at all? If you think enough of
your work to want to see it well-dressed, make a clean,
fresh copy and take no risks.

It is literally true that many an author has spoiled
his chances of ever selling to certain companies be-
cause he sold a story to a second company before
making certain that it had been rejected by the first
to which it was sent. Imagine the complication of re-
ceiving a check from B shortly after the author has
had word that A has purchased the same story!

A manuscript should never be rolled—it irritates a
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busy editor to have to straighten out a persistently
curling package of manuscript.

The sheets should not be permanently fastened to-
gether, It is simple diplomacy to make the reading of
your script an agreeable task instead of an annoyance,

Do not fold an 8% x 11-inch sheet of paper more
than twice. Fold it but once, or else make two even
folds and the script will be in proper form to fit the
legal-sized envelope. Heavy manilla envelopes are
the strongest, but we have never had cause to com-
plain of the white, stamped envelopes to be had at any
post-office. If you choose to use these, ask for sizes
8and 9. Your script, folded twice, will fit snugly into
the size 8, which is to be the self-addressed return
envelope. Do not put your MS. in the return en-
velope. In enclosing the smaller envelope, turn it with
the open side down, so as to avoid having the flap cut
when the outer envelope is opened with a paper knife.

Attach the full amount of postage to both envelopes;
never enclose loose stamps—and mnever forget to
stamp the inner envelope if you wish to get your
manuscript back in case of rejection. At this writing
(February, 1919), a three-cent stamp will bring it
back to you, but you will have to pay whatever else is
due before receiving the letter; and if the story sells,
and you receive nothing but the check, you will have
the satisfaction of knowing that you have not been
stingily economical in sending it out.

See that your name and address are on the upper
left-hand corner of the going envelope; be sure, too,
that the return envelope is properly self-addressed.
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We should not advise the young writer to put the
price demanded for his script in the upper right-hand
corner of the first sheet, though this is where it should
go if he does wish to stipulate the amount for which
he will sell it. It is very much better simply to write:
“Submitted at usual rates.” Even after you have sold
to a given company, it is better, as a rule, to leave the
matter of payment to the editor. You may be sure
that he will pay you just as much as your story is
worth, being governed only by the price-limit fixed by
the manufacturer. Today, almost every manufacturer
realizes that the day of getting “something for noth-
ing” is past. In other words, he realizes that the
script—the story—is the very keystone of the photo-
play arch, and if the story is purchased from a free-
lance writer, he must be prepared to pay a fair price
for it.

It is impossible, in a work of this kind, to say what
certain companies are in the habit of paying, but it
may roughly be said that the minimum price per reel
today is $50. Most of the larger producing companies
are glad to pay a minimum of $100 per reel for satis-
factory material, and $1,000 for a five-reel script—
or even for a five-reel story in synopsis form, if that
is the company’s policy—is regularly paid by those
who are entitled to be called “the leading producers.”
Most companies have a fixed, uniform price-scale ; and
it would be silly for any one to say that you will be
paid a certain amount for your story “if it suits them.”
We have in mind a certain large company that is in
the habit of paying $1,000 for all the five-reel synopses
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it purchases. If your story is not what this company
wants, of course it will not be purchased at all. If
your story does suit them, you may be certain of re-
ceiving a check for $1,000 at least—and we say “at
least” because they have been known to pay still higher
prices if the story is really unusual and hence espe-
cially valuable to them. This same company—as do
nearly all concerns—f{requently pays a price greatly
exceeding $1,000 for the work of authors with “big
names,” because, of course, the value of the big name
is not to be denied.

Experience alone will teach you which companies
pay the best prices; after you have sold several scripts,
and have become acquainted with the price-scale of
different studios, you will, if the play suits that particu-
lar market, naturally offer your material first to the
company that has paid you best. But just as soon as
a script comes back from one company—so long as
you feel certain that it is not in your power to improve
it before letting it go out again—send it out to another,
and then to another, until it is either accepted or so
worn or soiled that it is politic to recopy it. And don’t
wait too long to do this simple act of justice to your
brain-child. Whatever you do, don’t stop with three
or four rejections—keep at it until you are sure the
market is exhausted. But be certain to review your
script for possible improvements each time it comes
back to you.

Keep up your output. Do not write one story, send
it out, and then wait patiently for its return, or for
the editor’s check. Plan a new story, write it, and
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send it out. Then plan another and follow the same
course. Photoplay marketing is a business, and a
business man is usually “on the job” six days a week.

It is best not to write a letter to the editor, to accom-
pany your script, unless there is a very special reason
for so doing. Nor should the writer rush a letter of
inquiry off in case he does not hear from the editor
within a week or two after submitting his story. Delay
may be a hopeful sign. If you hear nothing in two
months it is time enough to write—briefly and courte-
ously. Nearly all companies, however, will report well
within that period.

It is utterly impossible in a work of this nature to
include a list of the requirements of every photoplay
editor. The policy of the manufacturers is always
subject to change. Their requirements are governed
by the number of scripts of.each kind they have on
hand, the disposal of their field-companies, the season
of the year, the ability of their directors to turn out the
various kinds of pictures, and also by individual
preferences.

The way to keep posted on the current needs of the
various companies is to study on the screen the pic-
tures of the different producing firms; to read in the
trade-journals the synopses of all the releases that you
do not have the opportunity of witnessing; and to
keep in touch with the announcements made by the
manufacturers themselves in the weekly and monthly
journals mentioned in Chapter XIV.

“Where and How to Sell Manuscripts,” by William
B. McCourtie, issued by the publishers of this book
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($2.50), contains a frequently revised list of over
5,000 markets for literary material of all sorts, in-
cluding photoplays.

Keep a record of every script you send out. Here
is one simple form for a manuscript book or card
index:

Title | Sent to| Returned from |Date | Sold to|Date| Price

Do not let the printed rejection slip humiliate you.
Really great writers get them, constantly. This state-
ment is equally true of both fiction and photoplay
writing. It would take too much time and money for
an editorial staff to write personal letters to all who
offer unsolicited manuscript.

Never write petulant or sarcastic letters when your
offerings are rejected. You may need the good-will of
that editor some day. Although personal pique seldom
actuates him, he may be frail enough to be annoyed
when his well-meant efforts are assailed.

In conclusion, we urge the writer to remember the
words of Dr. Johnson:

“All the performances of human art at which we
look with praise or wonder are instances of the re-

sistless force of perseverance; it is by this that the
quarry becomes a pyramid, and that distant countries

are united with canals.”
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APPENDICES
APPENDIX A

SoME Books DeEALING wiTH ProT IN Fiction

. MouLtoN, RicHARD G.; Shakespeare as a Dra-

matic Artist, Oxford Press, New York, 1885.

. Price, WiLLiaM T.; Technique of the Drama,

Brentano, New York, 1892,

. BArRrerT, CHARLES RAYMOND; Short Story Writ-

ing, Baker & Taylor, New York, 1900.

. PERRY, BLIss; A4 Study of Prose Fiction, Hough-

ton, Mifflin, Boston, 1902.

. ALBRIGHT, EVELYN MAY; The Short-Story, Mac-

millan, New York, 1907.

. HAMILTON, CLAYTON ; Materials and Methods of

Fiction, Baker & Taylor, New York, 1908.

. EseNwWEIN, J. BErG; Writing the Short-Story,

Home Correspondence School, Springfield,
Mass., 1909 and 1918.

PaILLips, HENRY ALBERT; The Plot of the Short-
Story. Out of print. See any large library.

PrTxIN, WALTER B.; The Art and the Business of
Story Writing, Macmillan, 1912,

EseNnweIN, J. BErG, and CHAMBERS, MARrY B.;
The Art of Story Writing, Home Correspond-
ence School, 1913.

WELLS, CAROLYN; The Technique of the Mystery
Story, Home Correspondence School, 1913.
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12. NEear, RoserT WILSON ; Short Stories in the Mak-
ing, Oxford University Press, New York, 1914,

13. NotestEIN, Lucy LiLiaN, and Dunn, WALDO
HivarY; The Modern Short-Story, Barnes, New
York, 1914,

14, PaiLLirs, HENRY ALBERT; Universal Plot Cata-
logue, Stanhope-Dodge, 1915.

15. PAIN, BarrY; The Short Story, Doran, New
York, 1916.

16. Baxker, Harry T.; The Contemporary Short
Story, Heath, Boston, 1916.

17. WiLLiaMs, BraNncHE CortoN; A Handbook on
Story Writing, Dodd, Mead, New York, 1917,

APPENDIX B

EspeciaLLy HeLpFUL Books oN PHOTOPLAY WRITING

1. SarGENT, ErES WINTHROP; The Technique of the
Photoplay, Moving Picture World, New York,
1913. Third edition, 1917,

2. PaiLLirs, HENRY ALBERT; The Photodrama,
Stanhope-Dodge Co., Larchmont, N. Y., 1914,

3. PowkLL, A. VAN BureN; The Photoplay Synopsis,
Home Correspondence School, Springfield,
Mass,, 1919.
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capitals; titles, and names of magazines, are printed in
italics; and other topics are set in plain, or “Roman”

type.
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Censorship, 282-289, 341.

Center of interest, 141-
143.

Changes of scene, 144-
161.

Characters, 18, 109-130,
140, 142, 315, 316, 337,
338. A

Child actors, 279, 288.

Class Reunion, The, 353.

Cleopatsy, 342.

Climax, 26, 194.

Close-up, 18, 166-176.

CorreY, RoserT E., 297.

ConAN, GEORGE, 289,

Corrins, WiLkIE, 305.

Comedy Photoplays, 2,
83, 84, 324-346.

Coming Nation, The, 292,
293.

Complication, 89.

Conciseness, 198, 199.

Continuity: See “Scen-
ario.”

CoorER, FREDERICK
TABER, 356.

Cooper-Hewitt lights, 247.

Cord of Life, The, 155,
156.

Costume plays, 280.

Count of Monte Cristo,
The, 189, 190.

CoweLL, Harry, 75, 77.

Crimse in photoplays, 284,
28

Cut-back, 19, 152-157.

INDEX

Cut-in, 19, 158-161, 233-
237.
Cutting, 19.

D

Daphne and the Pirates,
253.

Denouement, 89.

Devil Stone, The, 236,
237, 321.

Dialogue, 3, 200, 201.

Diaphragm, 19, 20.

Diaphragming-in and
-out: See “Fade-in,”
and “Fade-out.”

Dickens, CHARLES, 185-
187.

Director, 20, 115, 116,
212-214.

Doing a picture, 20.

Double exposure, 20, 185-
188.

Dovig, A. ConaN, 348-
351, 354.

Dramatic Mirror, The,
140, 263, 357.

Dramatic photoplay, The,
2

Dreams, 176-181.

Drew, JorN, 333.
Drew, MRr. AND Msns,
SoNEY, 329, 333-335.
Dual-character films, 185-

188.
Duchess at Prayer, The,
348

DUMA.S, ALEXANDER, 189,
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E
Eagle’s Eye, The, 181-
183, 196, 274,

Epison, 3, 78, 111, 172,
275, 297, 358-360.

Editing a Motion Picture,
227.

Editor, 20, 84, 85.

Educational films, 2, 3.

“EpwaArps, JoEN MiL-
TON,” 82.

Eight Bells, 326.

Episode, 194,

Essanay, 77.

Everybody’s
407.

Expense of production,
268-281.

LExteriors, 20, 248, 249.

Extras, 21.

Extravaganza, 326.

F

Fade in, 21.

Fade out, 21.

Fairsanks, DoucLas, 2,
102.

“Faked” scenes, 269-272.

Famous Pravers, 189,
190.

Farce, 2, 324, 325.

FarNuM, WiLLIAM, 186.

Feature photoplays, 24,
188-193.

Fiction Factory, The, 82.

Fiction writing an aid to
photoplay writing, 5-16.

Girl, 363-

421

Figaro, Paris, 308, 309.

Firpew, WiLiam E.,
252, 253.

Film, 21, 22,

FINE ARrTs, 253.

FisHER, “Bub,” 343.

Footage, 22,

Fox, 186-188.

Frame, 22.

FroEMAN, DANIEL, 304.

G
GoLpwYN, 85.
Grande Bretéche, La, 348.
GReeN, ANNA KaTHE-
RINE, 138.
GrrFriTH, D. W,, 153,
157, 167, 226, 336.

H
Hackneyed themes, 296-
300

HaLevy, Lupvic, 307.
Hamilet, 325, 326.
Harrison, Louis REeeves,
91, 293.
Hazarp, Frovyp HaMIL-
TON, 304, 322.
Hazrirr, WiLLiaM, 338.
Heart-interest, 305, 3.
Hearts of the World, 157.
“Henry, O.,” 201, 351,
352, 363.
HoabLey, C. B., 132, 149.
HoagrLanD, HERBERT
Case, 134, 138, 301,
322, 356.
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HorrMAN, ARTHUR S,
305, 306.

How to Write a Photo-
play, 134, 301, 356.

Human interest, 305, 306.

Humor: See “Comedy.”

I
Idea, 22.
In the Country God For-
got, 82.

Incendiary Foreman, The,
273.

Insert, 22, 157-161, 218-
244,

Interest centralized, 141-
143,

Interpose, 22, 387.

Intolerance, 167, 168.

IrVING, S1r HENRY, 317.

Irwin, May, 325.

J
Jacoss, W. W., 355.
Joun~son, SaMuEL, 415.

K

Kaiser, The, 127.

KaLEM, 132,

KarreryorN, MoNTE M.,
302.

Keenan, Frank, 320.

Kzystone CoMEDY, 329.

L
Lang, PraL, 132, 133.

INDEX

Leaders, 4, 22, 157-161,
218-244.

Leavenworth Case, The,
138.

Letters, 237-242.
Lighting, 247-249, 280,
281. '
Little Stone God, The,

355.
Location, 22, 23, 166.
Lusin, 78.

M

Macbeth, 282, 318.

MacGraTtH, HaroLb, 301,
302.

McManNvus, GEORGE, 343.

Magazine Maker, The,
75,77,

Manuscript record, 415.

Marketing the photoplay,
408-415

Mask, 161-163.

Mavupg, Cyrir, 333.

MAvupassanTt, Guy DR,
351.

Memories, 176-181.

MERWIN, BANNISTER,
172-175, 192, 197, 297.

METRO, 333.

Monkey’s Paw, The, 355.

Moore, JoEN RoBeert,
361, 362.

Mortmain, 184, 185.

Motion Picture Classic,
263.
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Motion Picture Magasine,
263, 264.

Motion Picture News,
263, 336.

Motion Picture Story,
The, 242.

Motivation, 88.

Motography, 263.

Moving Picture Stories,
15, 264,

Moving Picture World,
The, 29, 91, 103, 120-
122, 132, 133, 174, 227,
231, 252, 253, 263, 282,
283, 286, 293, 332, 334,
335.

Multiple reel, 23, 24.

Murders in the
Morgue, The, 361.

Mutt and Jeff, 343.

N
Names, 120-126.
Necklace, The, 351.
Negative, 23.
NesLs, R. R., 92, 268,
270, 290, 291.
NEstor, 34.
New Catacomb, The, 348-
350, 354.

Rue

(0]
Objectionable
282-303.
Old Musician, The, 129.
OPPENHEIM, JAMES, 358-

'

subjects,

423

Originality, 260-262, 347-
362.

Outdoor scenes, 20, 248,
249,

Over-condensation, 199,
223-225.

P

Padding, 189.

“Panorams,” 168. 235.

PArRaMOUNT, 127, 236,
321,

Part, 24.

PaTHE, 273, 319, 322, 342.

PHILLIPs, HENRY AL-
BERT, 87.

Photographing, 208-210.

Photoplay: construction
of, defined, 1-4; kinds
of, 2; terms, 17-28.

Photoplay Author, The:
See The Writer’s
Monthly.

Photoplay Magaszine, 286,
288

Pickrorp, Mary, 168.

Picture-Play  Magazine,
263.

Pierre of the North, 129,

Pippa Passes, 358-360.

Plagiarism, 350-357.

Plot, 7, 8, 16, 23, 30, 87-
95, 136, 255-266.

Plot of the Short Story,
The, 23, 87.

PoE, EDGAR ALLAN, 348-
350, 361, 362.
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Positive, 23.

PoweLL, A. VAN BureN,
363-407.

PrevosT, MARCEL, 308.

PrisyL, JorN F., 283-285.

Print, 23.

R

Red Cross, 3, 300.

Reel, 24.

ReEeve, ARTHUR B., 193.

Reformation of Calliope,
The, 352.

Register, 24, 25.

Rehearsals, 249, 250.

Release, 25.

S

SARGENT, EPEs Win-
THROP, 29, 77, 103, 107,
120-122, 156, 157, 165,
172, 175, 228, 242, 250,
290, 305, 332.

Scenario, 19, 25, 29, 32,
37-54, 131-203, 371-407.

Scene, 25, 144-161, 204-
217, 231.

Scene-plot, 25, 32, 33,
204-217.

Seript, 25, 26; its compo-
nent parts, 29-33; me-
chanical preparation of,
55-71.

Ske1rz, GeEorGe B., 194.

SeLig, 2, 78, 129, 189, 190,
283-285.

INDEX

Sequence in the action,
135-137.

Serials, 26, 193.

Set, 26, 204-217.

Setting, 26, 166, 204-217.

Shg‘;t Story, The, 74, 87,

Short-Story Writing, 28.

Situation, 26, 27.

Split reel: See “Reel.”

Stage, 27, 245-254.

Stock people, 27.

Sttip-t:am8 era work, 176-

1.

Story, WALTER, 283-285.

Strand Magasine, 352,
354,

STRINGER, ARTHUR, 184,
185.

Struggle, 89.

Studio, 27.

Subject, 28,

Sub-title: See “Leader.”

SuLLivaN, C. GARDNER,
127.

Sun, New York, 304.

Stg, Sand and Solitude,

Superba, 326.

Super-imposure: See
“Double exposure.”

Susg;nse, 137-140, 157,
195.

Swell Miss Fitswell, The,
325,

Synopsis, 31, 35-37, 8&7-
109, 365-370.
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T
Tale of Two Cities, A,
185-187.
Technique of the Photo-
play, The, 165, 242,
THANHOUSER, 272,
Themes, desirable, 304-
323; undesirable, 282-
303

Thirteenth Man, The,
353.

TraoMAS, A. W., 288,

Thyee Friends, 153, 201.

Tinting, 28.

Title, 28, 72-86,

TreMAYNE, W. A, 129,

TRIANGLE, 79, 127,

Trite themes, 296-300.

Typewriting, 59-70.

U
UNi1vERsAL, 34, 127, 297,

A%
VERNE, JuLes, 311.
Visions, 28, 176-181.
Visualization, 132, 133.

VriTAGRAPH, 106, 107, 129,
171, 172, 184, 185, 277,
278, 297, 302, 350, 363.

w

Wasted Sacrifice, A, 106,
107, 277, 278, 302.

WEBER, Lors, 231.

WELLS, ELMEr N., 129.

WaHArTON, 181-183, 196,
274.

WaHaArTON, EDITH, 348.

Without Reward, 34-54,
208-212.

Woobps, Frank E., 226,
227, 357.

WricET, WiLLiAM LoRD,
242, 243.

Writers of photoplays,
Previous training of, 5-

Writer's Monthly, The,
98, 107, 132, 149, 264.
Writing for the Maga-

sines, 338-341.
Writing the Short-Story,
23,77, 87, 357.
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