In my creative piece, I strived to create a natural-flowing dialogue against the backdrop of a modern corporate world.  In attempting to create this, I considered many areas, such as incorporating different idiolects and diction when applying dialogue to different characters with varying accents and speaking styles; creating dialogue that felt natural and belonged to the corporate world of lawyers and businesspeople; and ensuring that the story was told in a compact, yet well-paced and well-structured manner.

[bookmark: _Int_rf3LXQmv][bookmark: _Int_cj2NOaUE][bookmark: _Int_JtMqSTC8][bookmark: _Int_Sywebd4O]Firstly, I used events such as characters being interrupted or getting distracted in an attempt to emulate natural speech. An example of when this has been achieved within my screenplay can be seen in the very first scene, when Clint is interrupted by obnoxious laughter emanating from off screen.  In order to create an element of authenticity in Clint’s voice, I went a step further and incorporated a recurring switch in his dialogue into the screenplay. Clint, having come from England, but lived in America most his life, often switches between his America style of speaking and his English. To authentically encapsulate that within the script, I included aspects of his English accent slipping into his dialogue, such as him using the word “cunt” twice throughout the screenplay, once in the first scene and then again on the courthouse steps. The word itself has a much harsher and meaner undertone in the USA than it does in the UK, giving cause for Clint to use the word with such ease. On top of that, I attempted to create dialogue between characters that simultaneously tells the audience a lot about that particular character and their dynamics, while also moving the story forward in a meaningful way. As stated by Lew Hunter, “your dialogue must give the illusion of reality, rather than reality itself.”[footnoteRef:8016] What I took from this is that, on top of being able to emulate natural speech, one must also be able to use that to tell a story. While most day-to-day dialogue doesn’t progress anything meaningful, the dialogue in a screenplay must, while emulating natural speech, not get too caught up in this that it forgets to get to the point. An example of this is the opening scene where Clint and Catherine’s relationship is revealed through dialogue while the story also simultaneously unravels. On top of this, successfully using feedback I got on my original draft, I was able to change some of the dialogue from what was considered “out-dated” such as my use of the word “strike” to a more modern equivalent in “batter.” [8016:  Lew Hunter, Screenwriting (London, InterPrint Ltd.) p.126] 


[bookmark: _Int_JwENxZ6V][bookmark: _Int_7c1YyTBj][bookmark: _Int_1wFDCviH][bookmark: _Int_sCJXt5Ss]In an attempt to immerse the audience within the world I've created within this screenplay, I conducted extensive research on realistic legal dialogue. Using a combination of my prior knowledge on the English Legal System gained in A-Level Law, and intricate research and study into famous legal scenes from films such as the final sequence in “Primal Fear”[footnoteRef:18643] and the various courtroom sequences featured in “A Time to Kill”[footnoteRef:17405] , I successfully managed to create an immersive and realistic legal dialogue while not disconnecting the viewer from the story. For example, this is done when Ava is explaining to Clint how they are going to take down Catherine at court. I attempted to write the aforementioned scene in such a way that it gets across the narrative plot points while also presenting the audience with a rich and complex dialogue that fits the world it’s been written into. [18643:  Gregory Hoblit (dir.), Primal Fear, [film], paramount pictures, 1996]  [17405:  Joel Schumacher (dir.), A Time to Kill, [film], Warner Bros, 1996] 


[bookmark: _Int_3Rfk4r8E][bookmark: _Int_cgwU42oC][bookmark: _Int_Dm5lrmwg]To assist me in creating a natural corporate dialogue, I took inspiration from “Succession” and attempted to clone the type of idiolects and diction presented within that show and apply it to the story and world of my own screenplay. Moreover, I studied the script for succession episode 10[footnoteRef:21652] in order to apply, not only the vile language and business-esque dialect used in that episode, but also the structure of the scenes themselves. Originally, my screenplay lacked something in its pacing, and upon close examination of the Succession screenplay, I determined that adding in more short comedic scenes to balance out the pacing of the story would greatly assist in keeping the audience entertained, giving them time to digest information and also to gain a deeper understanding of the characters through comedy. Also changing the syntax of certain scenes helped, creating smaller, more succinct lines of dialogue rather than having long, overbearing, and complex dialogues fill every page.  An example of this is seen when Clint and Ava are discussing the state of the UK. In this short scene, we determine a lot about Clint’s shortcomings as a man through comedy, while giving the audience some time to take in what’s happening in the overarching story.  [21652:  ‘10’ (Succession), HBO  05/08/2018] 


Another way in which I altered the structure of the screenplay was by going back and planting something to later use as a pay-off. As stated by Raymond Frensham, “if you plant something” then “it must be put there to be paid off later in your script”[footnoteRef:16877] , and I successfully incorporated this into my own work with the inclusion of the nude images being mentioned in the opening scene, only to then be called back to towards the end of the screenplay. Instead of following the “Act 1, 2, 3”[footnoteRef:29903] structure proposed by Syd Field in the definitive guide to screenwriting, I instead took inspiration from Danny Boyle’s “Trainspotting”[footnoteRef:31756] in the sense that it starts in medias res rather than at the start of the traditional Act One. In doing this, I successfully enable the viewer to pick up the pacing and style that will accompany them for the rest of the screenplay, while also starting with an exciting and adrenaline-filled conversation as we slowly notice the sub-text between the lines of dialogue. [16877:  Raymond G Frensham, screenwriting (London: NTC publishing group, 1966) p.170
]  [29903:  Syd Field, The definitive guide to screenwriting (London: Ebury Press,2003) p.11]  [31756:  Danny Boyle (dir.), Trainspotting, [film], Polygram filmed entertainment, 1996] 


Overall, using feedback and research into different areas of screenwriting, I was able to fully improve on my original draft, incorporating more realistic dialogue influenced by Succession, more accurate legal knowledge after conducting my own research into courtroom dramas and the UK law itslef, and was able to alter the structure of my work by including shorter, more comedic scenes, to ensure the pacing wasn’t overbearing and in order to give the screenplay some room to breathe. An area that could be further improved on is further incorporating Syd Field’s three act structure into the episode.
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