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WRITING FOR TV, FILM AND RADIO

I. ALL THE STREETS ARE GOLD: EPISODE 1 SCRIPT EXCERPT– 3910 Words
II. EPISODE 1: BEAT SHEET
III. REFLECTIVE ESSAY – 1006 Words


INT. FLAT HALLWAY – DAY

Open on a small, spartan hallway. Muted light ekes out through the blinds. It is too tidy. 

A man walks down the hallway with a clipped, martial gait. He is tall, stocky, and wears pyjama bottoms and a black t-shirt. His rigid posture and precise movements barely mask a relentless tiredness and insecurity.

This is TASOS (32). His face is obscured by the darkness.

Tasos enters the bathroom.

Begin CREDITS.

INT. BATHROOM – DAY

We finally see Tasos's face in the bathroom mirror. He looks at himself with tired eyes -- unshaven, unkempt hair falling over his forehead.

He reaches for a box. He fumbles with whatever is inside.
He pulls out a BLISTER PACK that is almost full -- only three have been taken so far. Tasos stares at the pack with an "I don't know what to do" expression.

A phone RINGS.

Tasos pauses. His fingers lightly graze the bottom side of the blister pack. 

He leaves the bathroom.

INT. FLAT HALLWAY – DAY

Tasos walks back up the hallway, then turns left.

The phone keeps ringing: BEEEEP! BEEEEEP!!!

INT. FLAT BEDROOM – DAY

The bedroom is dark. Only slivers of light peek through the closed blinds across both a wide window and a door to the lefthand side.

FOOTSTEPS ring out across the room as Tasos enters. Fabric RUSTLES. He puts the blister pack in his pocket. He picks up his phone from his bed.

The beeping STOPS.

We hear the awkward fumble of fingers on a screen. 

MUSIC -- contemplative and bittersweet -- begins to play. This will play over all opening scenes leading to the Title card. It will play UNDERNEATH the dialogue.

TASOS
Γεια σου μαμά / Hi, mama.

INTERCUT - PHONE CONVERSATION

Tasos stands in front of his bed. He holds the phone away from his ear. Static CRACKLES.

Tasos walks to the balcony door. He pushes it open with one hand. Yellow light spills into the bedroom.

DANAI (V.O.)
(through the phone; she is yelling)
Με ακούς;... / Do you hear me? Περίμενε να αλλάξω θέση. / Wait, let me move.

EXT. FLAT BALCONY – DAY

Tasos walks onto the balcony. There is only one small, red camper chair at the far end. It looks worn. Not by use.

DANAI (V.O.)
Τώρα με ακούς καλύτερα; / Do you hear me now?

TASOS
Σε άκουγα πριν. / I heard you before.

DANAI (V.O.)
(still loud crackling)
Πότε θα φτάσεις στο λιμάνι; Έχεις  φύγει ήδη; / When will you get to the harbour? Have you set off yet?
(Tasos hums, lying)
Να έρθει ο μπαμπάς να σε πάρει; /
Should pappa come and get you?
(pause)
(MORE) 

DANAI (V.O.) (CONT’D)
Είμαι σίγουρη ότι δεν θα έχει αντίρρηση. / I'm sure he wouldn’t mind.

Tasos’s free hand plunges into his pocket. He is not listening to his mother. 

A small patch of mould grows on the balcony rail. He walks past it.

INT. MAISONETTE LIVING ROOM – DAY

The living room is a scene of organised chaos: laundry baskets lining up either with dry clothes from the morning or clothes fresh out of the washing machine. Clean laundry stands by an ironing board. A calendar covered in bright red marker hangs against the wall closest to the open kitchen. On the coffee table are piles of papers -- taxes, bills, and bank statements and receipts. Bright, natural light streams through the windows.

DANAI (60s) paces toward the ironing board -- warm but with a sadness in her expression -- clutching her phone.

In the background, her husband VASILIS (60s), puffed chest and straight posture, holding himself with a misplaced authority, pulls on a jacket. He is also on his phone, but we cannot hear what he says.

DANAI
(into her phone)
...Εντάξει, αλλά είναι... / ...Ok, but he is-

Danai glances at Vasilis. Vasilis looks back at Danai. He presses his phone to his chest.

VASILIS
(quietly, to Danai)
Θέλει να πάω να τον πάρω; / Does he want me to pick him up?

Danai tips her head back: No.

Vasilis dips his chin: Ok. 

He walks toward the front door.


VASILIS (CONT'D)
Επιστρέφω αμέσως. / I'll be right back.
(into his phone)
Κοίτα, μην πάρεις απόφαση ακόμα. Όχι... Καταλαβαίνω τη σοβαρότητα της κατάστασης, αλλά... Κοίτα να δεις...θα το κανονίσουμε. Απλά περίμενε. / Look don't make a decision just yet. No... I understand the severity, but... Look, we'll sort it out. Just wait-

Vasilis leaves.

Danai smiles but her smile does not reach her eyes.

Danai turns back to her phone. She relaxes slightly at the sound of TASOS’S BREATH on the other side of the phone.

DANAI
(into her phone)
Σου αρέσει ακόμα το κλεπτικό; / Do you still like kleftiko?

EXT. STREET – DAY

Cars turn down a populated street. Vasilis RUNS down a flight of steps urgently, impatiently. A mother pulls her son away from his path.

The sun is baking the street. It looks beautiful. Yet, it seems Vasilis is the only one not enjoying the weather.

Vasilis stops at a SILVER 2011 CITROËN C3 parked on the pavement. He fiddles with his keys.

INT. CAR - DAY

Vasilis climbs into the driver's seat. He clenches his jaw as he glances at himself in the rearview mirror. 

VASILIS
(to himself)
Ρε πούστη μου. / For fuck's sake.

Vasilis pinches the bridge of his nose. He switches on the ignition. The car SPUTTERS into action.

EXT. STREET – DAY

The  car backs into the street and turns. It speeds up the road.

INT. FLAT KITCHEN – DAY

FOOSTEPS can be heard coming closer to the kitchen – it is as tidy as the hallway.

In the kitchen there is a DINING TABLE. It looks completely untouched. A film of dust covers the surface. Has it ever been used?

Tasos enters the kitchen. He is no longer on the phone.

Tasos looks through the cupboards. Nothing to eat.

Tasos leaves the kitchen.

He returns again and tosses the BLISTER PACK onto the TABLE.

He leaves again.

INT. FLAT HALLWAY – DAY

Tasos walks back to his room.

INT. FLAT KITCHEN – DAY

From the kitchen, we see Tasos walk in and out of the hallway: In a change of clothes (a fresh, plain t-shirt, and khaki shorts); gathering a bag and placing it at the foot of the door; tying his laces with practiced efficiency.

Tasos glances back at the kitchen. He waits. He opens his door and walks into the complex hallway.

INT. SCHOOL CORRIDOR – DAY

From behind we see a boy with dark curly hair. He wears a thick black jumper despite the summer heat. He adjusts his earphones. Armour. This is IYAD (14). 

He sits next to the door of the SCHOOL LIFE ADVISOR’S office. A bruise is already purpling on his cheek. He picks at his fingers. 

A secretary walks past Iyad. She tilts her head upwards disapprovingly, then TSKS and walks away. Iyad does not notice.

A beat. 

The School Life Advisor (40s, female), MS. STAMATIOU, opens the office door.

Note: from this point on we will refer to Stamatiou with the Greek term for Ms., which is Κα.

ΚΑ. STAMATIOU (O.C.)
Iyad.

Iyad doesn't move. Κα. Stamatiou waits.

Finally, Iyad pulls out his earphones. He drags himself to his feet and walks into the office.

	TITLE:
	"ΟΛΟΙ ΟΙ ΔΡΟΜΟΙ ΕΙΝΑΙ ΑΠΟ ΧΡΥΣΟ"

	
	   (ALL THE STREETS ARE GOLD)



The office door closes behind Iyad.

MUSIC ENDS.

END INTERCUT.

INT. SCHOOL LIFE ADVISOR'S OFFICE - DAY

The office is overpopulated with self-help and inspirational books, pamphlets and posters about growing bodies or eating disorders in teens, a large filing cabinet that is taller than Iyad, a large screen next to a small, silver laptop, and a disorganised bookshelf. Behind the desk is a corkboard covered with anti-bulling infographics and inspirational quotes.

Iyad notices a DRAWING from two years ago: it is his. It depicts an anime style Κα. Stamatiou at her desk and a small anime Iyad sitting next to her. On the picture, there is a message written in clumsy Arabic; only STAMATIOU’S NAME can be made out. He cringes, averts his eyes.

Through Iyad we focus on another poster on the opposite end of the corkboard. The typography reads "ΠΡΟΛΗΨΗ ΤΗΣ ΑΥΤΟΚΤΟΝΙΑΣ ΣΤΟΥΣ ΕΦΗΒΟΥΣ" (Suicide Prevention In Adolescents).


ΚΑ. STAMATIOU
Κάθισε, παρακαλώ, Iyad. / Please sit down, Iyad.

Iyad cautiously sits on the chair in front of Κα. Stamatiou's desk. He has done this many times before. He huffs.

Κα. Stamatiou turns away, collects a file from the cabinet, places it on her desk, then she sits. She does not open the file. Instead, she smiles at Iyad. There is a hint of pity in her smile. 

She waits for Iyad to speak.

IYAD
Έρχεται? / Is she coming?

ΚΑ. STAMATIOU
Δεν καταφέραμε να την βρούμε, Iyad. / We were unable to contact her, Iyad.

IYAD
(trying to mask his disappointment)
Ναι / Ok.
(a beat)
Έρχεται? / Is he coming?

Κα. Stamatiou SMILES SADLY: Yes. 

Κα. Stamatiou flicks OPEN the file. She stops at the last page. She leans over to a coffee cup full of pens and takes one out. She CLICKS the pen TWICE.

ΚΑ. STAMATIOU
Λοιπόν, Iyad. Για πες μου σε παρακαλώ τι ακριβώς έγινε σήμερα το πρωί. / Can you tell me what happened this morning, Iyad?

Κα. Stamatiou waits. Iyad glances down at his hands. His nailbeds are cracking.


ΚΑ. STAMATIOU (CONT'D)
Θυμάσαι τον περασμένο μήνα που
(MORE) 
ΚΑ. STAMATIOU (CONT'D)
είχαμε συζητήσει να βρούμε τρόπους να διαχειρίζεσαι τον θυμό σου; Τι έγινε με αυτά που είχαμε πει; / Remember last month when we talked about finding strategies to handle your frustration? What happened to them?

IYAD
Αυτός άρχισε! / He started it!

ΚΑ. STAMATIOU
Μάλιστα... / I see...
(a beat)
Κοίταξέ με λίγο. / Look at me for a moment.

Iyad makes a point to NOT look at Κα. Stamatiou. He GLANCES at the Suicide Prevention poster. A bubble at the bottom reads the New Testament verse JOHN 10:10. Iyad bites the inside of his cheek: typical.

ΚΑ. STAMATIOU (CONT'D) 
Iyad, άκουσέ με. / Iyad, listen to me.
(Iyad looks at her reluctantly)
Η δουλειά μου είναι να γράψω μια αναφορά για τον Σύλλογο Διδασκόντων. Αυτή τη στιγμή, το μόνο που έχω είναι η κατάθεση του Ιωσήφ και αυτά που είδαν οι καθηγητές. Αν δεν μου πεις τη δική σου πλευρά, θα πρέπει να πάρουν μια απόφαση χωρίς να την ακούσουν. / My job is to write a report for the Teacher's Association. Right now, all I have is Iosif's side of the story and the reports of the teachers on duty. If you don't  tell me what happened, they will have to make a decision without hearing it.
(a beat)
Είναι αυτό που θέλεις; / Is that what you want?

Iyad picks at his fingers again. He considers something.

IYAD
Σήμερα γυρνάει ο αδερφός μου. / My brother is coming home today.

Κα. Stamatiou raises a brow. 

ΚΑ. STAMATIOU
Δεν ήξερα ότι έχεις αδερφό. / I didn't know you had a brother.

IYAD
Είναι φαντάρος. / He's a soldier.

ΚΑ. STAMATIOU
(she puts her pen down)
Και πώς νιώθεις εσύ γι' αυτό; / And how does it make you feel that he's coming home?
(Iyad shrugs)
Είναι καλός σαν αδερφός; / Is he a good brother?

IYAD
Δεν ξέρω. / I don't know.
(he thinks)
Δεν τον γνώρισα ποτέ / I never met him.

EXT. PORT PERAMA, ATHENS - DAY

ΚΑ. STAMATIOU (V.O.) 
Αυτός είναι ο λόγος που είσαι τόσο αναστατωμένος σήμερα; / Is that the reason you’ve been upset today?

We see a TAXI pull into the side of a road while cars stand stagnant in a long line leading underneath a plain, industrial gantry of plain, industrial ticket booths.

Tourist foot passengers swarm the left side underneath the gantry.

The taxi stops next to a row of motorbikes on the right.

IYAD (V.O.)
Δεν ξέρω. / I don't know.

INT. TAXI – DAY

Tasos takes his wallet out of his khaki short pocket and takes out three €20’s. He hands them to the TAXI DRIVER.

TASOS
Ευχαριστώ / Thanks.

The taxi driver nods.

Tasos puts his wallet back in his pocket. He climbs out of the car as if disembarking a personnel carrier. He closes the taxi door.

EXT. PORT PERAMA TO SALAMIS – DAY

Tasos walks down the street, his bag slung over his back. He joins the line of tourists. He blends in well.

The line moves. We begin to get a sense of Tasos's unease as he drags his feet forward: he hasn't been home in 14 years. He begins to rub his fingers against the strap of his bag.

Through Tasos, we look over at the ferry and then at the sea blending into the horizon. It looks peaceful.

Tasos sighs. The queue moves forward.

INT. SCHOOL LOBBY – DAY

Vasilis storms past security, nodding once to the gentlemen at the door in acknowledgement. He walks to the reception desk.

The RECEPTIONIST glances up at him. Vasilis doesn't get a word in before:

RECEPTIONIST
Ένα λεπτό, κύριε Οικονόμου. / One minute, Mr. Oikonomou.
(she finishes typing)
Να αναφέρω την άφιξή σας. / I'll let him know you've arrived.

Vasilis gives a sharp nod of approval. The Receptionist stands up. She finishes scribbling a note in a notebook. 

The Receptionist walks away.

CUT TO:
INT. HEADMASTER'S OFFICE - DAY

The HEADMASTER sits behind a neatly busy desk. He is old, straight-backed, wearing glasses. Mid-day sunlight fills the room. 

On the other side of the table sits Vasilis, attempting to mimic the Headmaster's posture.

VASILIS
Να ρωτήσω κάτι; ... / Can I just ask ...
(he hesitates, glances at his hands)
Ποιο… ποιο είναι το πρόβλημα τελικά; Πώς είμαστε σίγουροι ότι δεν χτύπησε ο άλλος πρώτος; / What really is the issue here? We can't be certain the other boy didn't strike first.

HEADMASTER
Καταλαβαίνω τη θέση σας, κύριε Οικονόμου, αλλά έχουμε αδιάσειστα στοιχεία— / I understand it's difficult for you, Mr. Oikonomou, but we have irrefutable evidence–

	VASILIS
	HEADMASTER

	Μα δεν είναι «αδιάσειστα»! Από πού κι ως πού; Μήπως ήσασταν εσείς μπροστά στο περιστατικό— / And how is this evidence “irrefutable”? How do you know it is irrefutable? Were you there to witness-

	—ότι ο γιος σας επιτέθηκε σε έναν συμμαθητή του σήμερα το πρωί.. / -that your son attacked another classmate this morning.




	HEADMASTER
	VASILIS

	Έχουμε καθήκον να προστατεύσουμε τους άλλους μαθητές, και αν ο Iyad δεν ανταποκρίνεται στα μέτρα στήριξης που  έχει εφαρμόσει το σχολείο... / We have a duty to protect the other students in this school. If your son is
(MORE)

HEADMASTER (CONT’D) 
not responding to the supports we have put in place...
	(talking over him)
Με διακόπτετε, κύριε Χατζηκωνσταντίνου. / You're interrupting me, Mr Chatzikonstantinou.
(A beat)
Με διακόπτετε. / You're interrupting me.




The Headmaster removes his glasses. He rubs his eyes. They have grown heavier in the past few minutes.

HEADMASTER
Κύριε Οικονόμου. / Mr. Oikonomou.
(a beat)
Οι τρεις καθηγητές που είχαν εφημερία σήμερα το πρωί, ανέφεραν ότι είδαν τον γιο σας να επιτίθεται σε ένα άλλο αγόρι. / The three teachers on duty this morning reported that they saw your son attack another boy.
(a beat)
Καταλαβαίνω πως έχει τις δυσκολίες του, αλλά… / I understand he has his difficulties but…

VASILIS
Είναι εδώ τώρα; / Are those teachers here now?

CUT TO: 

INT. HOTEL ROOM, İZMIR - NIGHT, FOUR YEARS AGO (MEMORY)

Everything is UNFOCUSED; small strips of light BEAM from the walls, cars BEEP in the distance.

Tasos (28) straightens the bed covers. Then, he re-positions a small flat-screen Television against the wall. He moves with precision. He turns on the TV. It begins playing a Turkish sitcom that has no captions.

A woman, SELMA, (32) stands at the threshold between the hotel bedroom and the en-suite. She is tall, broad shouldered and athletic. Her posture is relaxed. She tilts her head.

On the television an ANGRY WOMAN confronts her HUSBAND.

Note: this scene is spoken in English. Any broken English will be made BOLD for the reader.



SELMA
You know why the woman she have the...
(she mutters something in Turkish)
...what the English name...

Selma stops playing with the door. She SWEEPS her FOREFINGER in a semi-circle around her neck three times with one hand, and clicks her fingers with the other rapidly. She closes her eyes.

TASOS
Tie?

SELMA
No... What the fancy lady wears. On the chain.

TASOS
A dog collar?

Selma stops, taken aback, but a grin spreads across her face. She grabs a PILLOW and THROWS it at Tasos. Tasos CATCHES it. They are both laughing. 

SELMA
You are a bad man!

The television flashes back to the Angry Woman clutching her chest as she yells. 

SELMA (CONT'D)
Ah, ah, ah!
(she points at the television)
The chain, the chain- She is wearing on the neck-
(her forefinger moves in desperate circles over her collarbone)
Neck- Neck-

TASOS
Necklace?

SELMA 
Necklace! Ay! You want to know why she wear the necklace? 
(Tasos nods) 
(MORE)
SELMA (CONT'D)
In the story, her husband is cheating on her with the sister because the sister want everything she has. So, for costume, they make her wear the- the-

	TASOS
	SELMA

	Necklace.
	-Necklace!



SELMA
My mama say you wear the pearl necklace to ward off the envy of lesser people...

Her voice FADES, blending into the HUM of a ferry engine and the indistinct CHATTER of passengers.

WOMAN’S VOICE (V.O.)
(over loudspeaker)
We will be arriving at Paloukia, Salamis Island, in ten minutes. Please ensure...

INT. FERRY - BACK TO PRESENT

Tasos wakes up. He is slumped in a plastic chair. 

People begin to RISE from their seats. They walk to the ferry deck. Tourists follow cluelessly. 

A CHILD with dark, curly hair runs past Tasos’s chair. 

Tasos rubs his eyes. He stands up. 

His phone RINGS. He does not check it. He lets the phone ring out. He joins the crowd.

EXT. FERRY DECK - DAY

The island is coming into stark focus from the hazy, yellow-blue horizon. 

Tasos moves with the crowd to the edge of the ferry deck. His face is turned to the island; in his mind, he is elsewhere. 

INT. MAISONETTE KITCHEN – DAY

The phone call is left UNANSWERED. Hands put the phone on the side.

A sigh escapes. A crackle from a tinny radio. OLD MUSIC starts to PLAY from it. It is melancholy with a gentle, danceable rhythm.

[For specificity, we'll use "Esena Pou Se Xero Toso Ligo" by Stavros Zoras]

Danai sways absently to the music as she rummages through a full, colourful fridge.

She walks to the kitchen island counter with a thick parcel inside of which is a lamb’s leg. She places the parcel on the side and unwraps it. She HUMS to the music.

The island is already messy with herbs and spices in jars and half a lemon on a juicer. A reel of twine and a casserole dish lined with baking parchment sit diagonally from a thick, wooden chopping board. A knife and a variety of colourful vegetables sit beside it.

Danai takes the lamb out of the packaging and places it on the cutting board. She CUTS it into pieces. 

She throw the chunks into the casserole dish. She begins chopping vegetables.

Deep in the house we're aware of Vasilis and Iyad returning home through the front door.

VASILIS (O.S.)
Φτιάξου, Iyad / Make yourself presentable, Iyad.

Iyad groans. Danai does not look up; she keeps chopping.

VASILIS (O.S.) (CONT'D)
Βρήκες τη νύχτα εσύ! / Tonight, of all nights!

IYAD (O.S.)
Δεν είναι καν νύχτα. / It's not even nighttime.

The voices come closer. 

Danai WIPES HER HANDS on a tea towel. She turns the music UP. The voices of Vasilis and Iyad CARRY OVER the music. 

VASILIS (O.S.)
Άσε το ύφος τώρα! / Do not give me that attitude!

IYAD (O.S.)
(his footsteps slap against the floor)
Ποιο ύφος; / What attitude?

Danai takes a Pyrex jug out of a cupboard. She puts herbs, spices and honey in the jug.

She whisks the ingredients together. THWACK, THWACK, THWACK.

VASILIS (O.S.)
Θα σου δείξω εγώ 'ποιο ύφος'! Θα φας καμιά και θα σου φύγει η μαγκιά! / I will show you "what attitude"! That swagger of yours will disappear with a smack!

IYAD (O.S.)
(his footsteps stop)
Θα σε πω στη μαμά! / I'll tell my mama!

VASILIS (O.S.)
Ε, και τι θα κάνει δηλαδή; Ρε, νομίζεις θα τρέξει να σε πάρει τώρα; / Eh, and what will she do?! You think she’ll pick you up now?!

IYAD (O.S.)
Θα πάρω το Χαμόγελο του Παιδιού! / I'll call The Smile of the Child!

[Note: This is a child helpline in Greece]

VASILIS (O.S.)
Πω πω! Θες να σου δώσω εγώ το νούμερο; / Po, po! Would you like me to give you the number?

A hmph-ing sound echoes from the stairwell and then footsteps start moving upstairs.

Danai glances at her phone. It remains blank. She sighs.

INT. MAISONETTE LIVING ROOM - DAY

Vasilis stands in the living room. He breathes heavily. The mingled sounds of Iyad's heavy footsteps and the end of the song on Danai's radio punctuate a heavy silence. He rubs the back of his neck.

VASILIS
Έδειρε ένα παιδί, Δανάη! / He hit a boy, Danai!

Vasilis begins to pace. He runs his hands through his hair; it is greying at his temples. He stops

VASILIS (CONT’D)
Τον είδε όλος ο κόσμος! Χριστέ μου, το τράβηξε και βίντεο ένα παλιόπαιδο, γαμώτο! Εγώ τι να πω;! / Everyone saw him! My Christ, a boy even filmed the damn thing! What could I do!?

INT. MAISONETTE KITCHEN - CONTINUOUS

Danai puts the Pyrex jug on the table. She leans over and TURNS DOWN the music again. She gestures her free hand in a circular motion.

DANAI
(disinterested)
Και ο λόγος; / Why did he do it?

VASILIS
Δεν ξέρω! Κουβέντα δεν έλεγε! / I don't know! He refused to say a thing!

INT. MAISONETTE LIVING ROOM - CONTINUOUS

Vasilis pinches the bridge of his nose. He walks towards the kitchen.

VASILIS
Αν του... / If he...

INT. MAISONETTE KITCHEN - CONTINUOUS

Vasilis walks into the kitchen with a purposeful stride.

VASILIS
Αν τον διώξουν από εκείνο το ρημάδι, μετά από όλα όσα έχω κάνει 
(MORE)
VASILIS (CONT'D)
γι' αυτόν... / If he gets himself moved, after all I have done for him at that godforsaken school...

Vasilis opens the fridge and looks inside. He sticks his nose up and raises his eyebrows: disapproval. He turns his head.

VASILIS (CONT'D)
Τι φτιάχνεις; Κλέφτικο; / What are you making? Kleftiko?

DANAI
(glancing at her phone)
Είπε ο Τάσος ότι έχει καιρό να φάει. / Tasos said he hasn't had it in a while.

Vasilis closes the fridge. He dips his chin:

VASILIS
Καλά. / Good.

Vasilis TURNS OFF the radio and walks to a cabinet in the far corner of the kitchen. He opens the TOP DRAWER.

Inside, there are pens in various stages of emptiness, two pairs of scissors, a section full of crumpled receipts and more junk. Vasilis rummages through; he TAKES OUT a pen. He slips it behind his ear.


VASILIS (CONT'D)
(muttering to himself)
Βοήθα Παναγιά μου... / So help me, my Virgin Mary...

Danai gives Vasilis an unsympathetic glance.

DANAI
Θα τα συμμαζέψεις επιτέλους αυτά; Σε λίγο έρχεται ο γιος μας. / Are you going to clean up the lounge before our child arrives?
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	A BOY, REVEALED TO BE IYAD, IS WELCOMED INTO THE SCHOOL LIFE ADVISOR’S OFFICE. SOMETHING BAD HAS HAPPENED; HE IS IN SERIOUS TROUBLE. 
	INT. SCHOOL OFFICE

	3
	TASOS ARRIVES AT PORT PERAMA AND THINKS OF SELMA
	EXT. PORT OF PERAMA, ATHENS

	4
	VASILIS HAS A MEETING WITH THE HEADMASTER OF IYAD’S SCHOOL TO DISCUSS 
	INT. SCHOOL VESTIBULE

	5
	TASOS ARRIVES AT THE FAMILY HOME
	EXT. OIKONOMOU MAISONETTE

	6
	IYAD GROWS RESENTFUL AT THE ATTENTION TASOS IS RECEIVING FROM VASILIS AND DANAI 
	INT. OIKONOMOU MAISONETTE

	7
	TASOS REMINDS THE FAMILY HE’S NO LONGER IN THE MILITARY — DANAI REMEMBERS AND PITIES HIM FOR “WHAT HAPPENED”
	INT. OIKONOMOU DINING ROOM

	8
	VASILIS COMPARES TASOS AND IYAD. IYAD GETS ANGRY. TASOS TRIES TO DIFFUSE THE TENSION.
	INT. OIKONOMOU DINING ROOM

	9
	IYAD STORMS OFF INTO HIS ROOM, LEAVING HIS DINNER HALF EATEN
	INT. OIKONOMOU DINING ROOM

	10
	VASILIS COMPLAINS ABOUT IYAD’S ATTITUDE AND BEHAVIOUR TO TASOS. DANAI CHASTISES HIM FOR CREATING DRAMA.
	INT. OIKONOMOU DINING ROOM

	11
	TASOS REVEALS HE HAS WORK ACROSS THE BORDER INTO TURKIYE — DANAI ASKS IF IT IS WISE TO GO TO TURKIYE. VASILIS SEES AN OPPORTUNITY; IYAD WANTS TO GO TO TURKIYE
	INT. OIKONOMOU DINING ROOM

	12
	TASOS HAS TO SHARE A ROOM WITH IYAD. TASOS TRIES TO SPEAK TO HIM. IYAD IGNORES HIM AND LISTENS TO YUMI ARAI
	INT. IYAD’S BEDROOM

	13
	OUTRO MONTAGE — IYAD, THREE WEEKS LATER, PACKING A BAG RELUCTANTLY; TASOS TALKING TO DANAI AND VASILIS; END WITH THEM WAITING FOR THE BUS TO PORT PERAMA
	INT. /  EXT.  OIKONOMOU MAISONETTE 





MANIC PIXIE GREEK MEN
A Reflective Essay On My Project ‘All The Streets Are Gold’

My creative project, ‘All the Streets Are Gold,’ is a modern, indie take on Sophocles’ tragedy, ‘Aias.’ This project aims to solve a fundamental screenwriting problem: how to render the silent, internal experience of (namely male) mental health through the purely external and visual language of a television script. The development process was guided by three aims: finding a personal voice within the rigid technical format of a screenplay, mastering the technique of conveying a character’s interior landscape without exposition, and using the form to subvert damaging cultural tropes about male vulnerability. By studying scripts like Sally Wainwright’s ‘Happy Valley’ and Michael Arndt’s ‘Little Miss Sunshine’, and theoretical doctrines examined in Peter Barry’s ‘Beginning Theory’, I believe I have created a coherent, emotionally resonant script excerpt and beat sheet for my pilot episode. 
	My first aim was to reconcile my own creative voice within the rigid technical format of a screenplay. Initially, the format felt restrictive. While I understood superficial rules like formatting, my first draft deftly illustrated my fear of the format; my reliance on pithy, ambiguous description confirmed my anxiety that my creative voice would be lost to technicality. This fear, however, proved unfounded. Screenwriting theorists Romana Turina and Gabrielle Tremblay provided a crucial insight: screenplays are defined by a “constitutive plurality … of styles, modes and languages” for the writer to explore.[footnoteRef:1] This perspective revealed this “plurality” in action in professional scripts: the minimalist style of Michael Arndt’s ‘Little Miss Sunshine’, which uses sparse detail to build tension between characters,[footnoteRef:2] contrasts the detailed scene-setting style of ‘Everything Everywhere All At Once.’[footnoteRef:3] In my script’s opening, I balanced these styles to contrast Tasos’s sparse environment—reflecting his internal state—with the sprawling detail of the Oikonomou household he fled from.[footnoteRef:4] Details like the anime drawing or the suicide poster in the office function not just as scenery, but as insight into Iyad’s hypervigilance.[footnoteRef:5] Similarly, my script’s pacing and pilot structure, inspired by Sally Wainwright’s ‘Happy Valley’, establishes the characters’ ‘normal’ before the climax, a progression my beat sheet follows.[footnoteRef:6] I took inspiration from the way Celine Song’s ‘Past Lives’ formats Korean dialogue and English translations for my project’s Greek.[footnoteRef:7] [1:  Turina, Romana, and Tremblay, Gabrielle. “Textual perspectives: Screenwriting Styles, Modes and Languages” Journal of Screenwriting. Vol 13. (2022). https://intellectdiscover-com.ezproxy.uwtsd.ac.uk/content/journals/10.1386/josc_00100_2  Accessed 4 Dec 2025. Found in the chapter’s Abstract.]  [2:  Arndt, Michael. Little Miss Sunshine. 2003. Script Slug, https://assets.scriptslug.com/live/pdf/scripts/little-miss-sunshine-2006.pdf?v=1729114942. Accessed 6 Nov 2025. ]  [3:  Kwan, Daniel & Scheinert, Daniel. Everything Everywhere All At Once. A24. 2022. Script Slug, https://assets.scriptslug.com/live/pdf/scripts/everything-everywhere-all-at-once-2022.pdf?v=1729114904. Accessed 14 Nov 2025.]  [4:  Rich, Eden “All the Streets Are Gold” Writing for TV, Film and Radio. Nov 2025. p. 10.]  [5:  Rich, Eden “All the Streets Are Gold” pp. 6-7]  [6:  Wainwright, Sally. "Episode 1." Happy Valley, Series 1, Episode 1, BBC Scripts, https://www.bbc.co.uk/writers/documents/happy-valley-s1-ep1-sally-wainwright.pdf Accessed 15 Nov 2025]  [7:  Song, Celine. Past Lives. 2023. Script Slug, https://assets.scriptslug.com/live/pdf/scripts/past-lives-2023.pdf?v=1729114969. Accessed 5 Nov 2025.] 

	My prose background initially made it difficult to resist exploring my characters’ internal landscapes. While Sally Wainwright’s scripts often provide direct internal cues, such as Richard’s self-analysis about the Gazette’s closure in ‘Happy Valley’, my specific choice of a visual format was to force myself to track manifestations of male mental health in purely physical, quantifiable detail.[footnoteRef:8] I underestimated this challenge, but I found a method by adapting Peter Barry’s principles of stylistics. I internalised the mindset of a stylistic analyst to translate my characters’ interiority into “concrete quantifiable data” on the page.  [8:  Wainwright, Sally. Happy Valley. p. 10] 

	This is most evident in my use of “objective correlatives”[footnoteRef:9]: the blister pack Tasos “fumbles with” represents his fragile control[footnoteRef:10], while the Suicide Prevention Poster in κα. Stamatiou’s office physicalises the external pressure on Iyad,[footnoteRef:11] and connects them both through a shared principle: mental health. The flashback to İzmir and Iyad’s anime drawing both function as data points for a shared loss of happiness, anchored by the women in their lives—an anchor which is not offered by their shared father, Vasilis.[footnoteRef:12] Ultimately, reconfiguring my mindset has taught me how to weaponise description and action in a chiefly visual format without relying on exposition or internal monologue, as one might in prose, and to trust my own skills.  [9:  Eliot, T.S. “Hamlet and His Problems.” The Sacred Wood: Essays on Poetry and Criticism. (London: Methuen & Co., 1920) https://dn790008.ca.archive.org/0/items/sacredwoodessays00eliorich/sacredwoodessays00eliorich.pdf Accessed 5 Dec, 2025 p. 92 ]  [10:  Rich, Eden “All the Streets Are Gold” p. 2]  [11:  Rich, Eden “All the Streets Are Gold” p. 6]  [12:  Rich, Eden “All the Streets Are Gold.” and “Episode Beat Sheet”] 

‘All the Streets Are Gold’ is built from the bones of Sophocles’ tragic play, ‘Aias’, which centres on the madness, and eventual death, of Aias the Greater. In the play, Tekmessa, Aias’s spearwife, begs him not to kill himself.[footnoteRef:13] While Tekmessa’s motivations in the play are discussed, the action nonetheless prefigures a common media trope where female characters are expected to act as emotional sponges for male pain. This dynamic is amplified in movie archetypes and tropes from the “manic pixie dream girl” to the women of the James Bond franchise. In my story, the journey Tasos takes, to which Iyad becomes an unwitting partner, is to find Selma as a way to reconcile his past self (as seen in the flashback) with his present life.[footnoteRef:14] My aim has been to subvert this. Judith Butler speaks about the difficulty of replacing gender norms, and that “the task is … to repeat and … to displace the very gender norms that enable the repetition itself.”[footnoteRef:15] I applied Butler’s theory by rerouting the entire trope. The script sets up the expectation of Tasos seeking Selma to carry his mental labour but, as the screenplay progresses, would deliberately displace it.[footnoteRef:16] The central story is not their assumed “romantic” entanglement but the fraternal relationship between two estranged brothers, aiming to offer bell hooks’ “vision of masculinity where self-esteem and self-love of one’s unique being forms the basis of identity.”[footnoteRef:17] This displacement challenges a culture where men, discouraged from turning to each other by sociocultural assumptions of stoicism and toxic masculinity, expect women to be vessels for their emotional labour.[footnoteRef:18] While the toxic dynamic is intentionally dismantled between Tasos and Selma, it is nonetheless reflected in Vasilis and Danai; she has absorbed his affair and its consequences, finding refuge in domestic duties and music, which he “turns off.”[footnoteRef:19] [13:  Sophocles, Aias. trans. Herbert Golder and Richard Pevear. (Oxford: Oxford University Press, 1999) https://classics.domains.skidmore.edu/lit-campus-only/primary/translations/Sophocles Ajax.pdf Accessed 2 Nov 2025. p. 10 and p. 12]  [14:  Rich, Eden “All the Streets Are Gold.” ]  [15:  Butler, Judith. Gender Trouble: Feminism and the Subversion of Identity. (Taylor & Francis e-Library, 2002) https://selforganizedseminar.wordpress.com/wp-content/uploads/2011/07/butler-gender_trouble.pdf Accessed 30 Nov 2025 p. 189]  [16:  Rich, Eden “All the Streets Are Gold.” This is implied in the flashback scene occurring between pages 12 and 14]  [17:  hooks, bell. Feminism is for Everybody: Passionate Politics. (Massachusetts: South End Press, 2000) p. 70]  [18:  Ferrara, Angelica & Vergara, Dylan. “Theorizing Mankeeping: The Male Friendship Recession and Women’s Associated Labor as a Structural Component of Gender Inequality.” Psychology of Men & Masculinities. Vol. 25, No. 4 (Stanford University, 2024) DOI:10.1037/men0000494 p. 391]  [19:  Rich, Eden “All the Streets Are Gold.” p. 18] 

With these elements, I was able to write a patient, emotionally resonant script that has achieved the three aims I set out for myself. My confidence in writing scripts grew through exposure to other script styles and the validation of Turina and Tremblay; understanding visual language through Peter Barry helped me formulate a visual lexicon to enhance my thematic throughline; and my desire to subvert a series of common media tropes and archetypes ultimately strengthened my story by establishing what I desired to avoid. Moving forward, I would continue to write the subsequent scenes outlined in my beat sheet, guided by the principles I have learnt to maintain the story’s atmosphere and to strengthen my contribution to a more nuanced and emotionally honest portrayal of masculinity in indie media.
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