
 

 

 

 

 

 

 

 

 

Copyright 

by 

Jennifer Rounseville Cote 

2010 

 

 



The Report Committee for Jennifer Rounseville Cote 
Certifies that this is the approved version of the following report: 

 
 

Killing Realities, Phantoms and Darlings: 

The Creative Slayings of “Finishing School” 

 
 
 
 
 
 

 

 

APPROVED BY 
SUPERVISING COMMITTEE: 

 

 

 
Stuart Kelban 

Charles Ramírez Berg 

 

Supervisor: 



 
Killing Realities, Phantoms and Darlings: 

The Creative Slayings of “Finishing School” 

 

 

by 

Jennifer Rounseville Cote, B.A. 

 

 

Report 

Presented to the Faculty of the Graduate School of  

The University of Texas at Austin 

in Partial Fulfillment  

of the Requirements 

for the Degree of  

 

Master of Fine Arts 

 

 

The University of Texas at Austin 
August 2010 

 

 



 iv 

Abstract 

 
Killing Realities, Phantoms and Darlings: 

The Creative Slayings of “Finishing School” 

 

 

 

 

Jennifer Rounseville Cote, MFA 

The University of Texas at Austin, 2010 

 

Supervisor:  Stuart Kelban 

 
This report chronicles the creative inspiration, writing, and rewriting processes 

that went into the development of Jennifer Rounseville Cote’s screenplay “Finishing 

School.” The following pages additionally examine issues in the horror movie genre and 

screenwriting practices in general. 
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CHAPTER 1: INTRODUCTION 

 

 This is a process paper about the gory creative exploits that went into the writing 

of my feature-length screenplay, “Finishing School.” The paper will chronicle the 

creative process from the script’s inception in the summer of 2009 to its current form as a 

seventh draft one year later. 

 As a screenwriter and general communicator I am a big believer in giving my 

audience a set of expectations (whether I plan to subvert them or not), so I want to take 

this brief introduction as an opportunity to set expectations. Thus, be forewarned that you 

can expect some graphic discussion of horror movies, bodily harm, mental health 

malpractice, and blood. Rest assured, however, that you can expect to avoid becoming 

haunted or cursed as a result of reading this process paper, seeing strange white figures in 

the middle of the night (barring the use of hallucinogenic drugs), or magically being hit 

from an overspray of blood from the page (barring the event of a major paper cut, in 

which case you are on your own and I recommend a bandage or preemptively reading 

these pages while wearing oven mitts or protective gloves). 

Blood and oven mitts aside, I will break this report down according to the five 

major factors that helped the script take shape: inspiration, story, characters, genre 

expectations/scares, and the ending. I will address each of these elements and their 

evolution through their own chapters, and I have included documents from various stages 

of the creative process in the appendices of this paper. 
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CHAPTER 2: INSPIRATION 

 

 As I hope the tone of the introduction indicates, “Finishing School” is a horror 

screenplay. Unless I flatter myself, the introduction is also a little misleading in that the 

script is not funny—at least it is not supposed to be funny. I harp on about this issue of 

genre because it is the one thing I was certain of when coming up with the concept for 

this script: I knew I wanted to write a scary movie. 

 It was the summer of 2009 and I had the luxurious cushion of two sweltering 

Texan months to decide on a premise for the screenplay I would write the following fall 

semester. I spent the previous school year writing a family-friendly fantasy script, and 

despite the myriad challenges of introducing an audience to a completely new world, 

inventing vernacular for that world, plotting the script’s mystery storyline, and keeping 

scenes G-rated, I found that the creation of set pieces and other-worldly imagery came to 

me with ease. I wanted to give myself an opportunity to create images and set pieces in 

the next script I wrote, but I wanted to test the waters of a different genre. Two of my 

classmates wrote horror movies the previous year, and I found that their scripts elicited 

the most constructive criticism and brainstorming feedback from me; they were also the 

scripts I looked forward to reading the most. Hence, I decided to write a scary movie 

because the horror scripts I had read excited me and I liked the idea of giving my 

imagination room to roam free, coming up with frightening images and scary moments. I 
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also knew that dialogue was not my strong suit, and I figured a script that focuses on 

action and scares would play to my strength of descriptive writing. 

 Writing a genre screenplay comes with certain stigmas about formulaic structures 

and pandering to teen audiences, but I knew from the beginning that I wanted to write a 

script that came from a genuine place and did not merely connect the dots of storytelling. 

Sure, I wanted to write something that fit within the genre, but I did not want to 

condescend to my audience and merely slap some kills, screams, and brazier-clad running 

sequences onto the page and call it “Scream Five.” 

 It was this search for authenticity that led me to the first story germ I decided 

upon other than the genre: I wanted to set the script in a girls’ reform school. This may 

sound arbitrary and impersonal to anyone who does not know me well, but I landed upon 

the idea by asking myself a simple question: what is the scariest thing I have ever 

experienced? The answer came to me without hesitation, which is that the unequivocally 

most frightening time of my life was at age sixteen when I dropped out of high school. 

The events and psychological turmoil that led up to this event are likely fodder for a book 

or movie of their own, much like the months in mental hospitals and day-treatment 

programs that followed, but none of these experiences measured up to the level of fear I 

felt when I was eventually placed in a reform school for troubled girls. This—the scariest 

place and time I could think of—had to be the setting for my script. 

 This experience exists half a lifetime ago for me and I had long lost the need to 

work through the implications of the place, but I felt that setting my scary movie in a 

reform school would help give the script an emotional urgency and authenticity that is 
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crucial to spark fear and sympathy in an audience. After all, the location was still very 

vivid for me—the mazes of buildings with tunnels beneath them to shelter students and 

orderlies from freezing Massachusetts winters, and the repurposed church structures with 

beautiful stained-glass windows that housed young drug addicts and runaways—and I 

thought the creepy place, as well as the experience of waking up somewhere you don’t 

think you belong and questioning your own sanity, was something teen audiences could 

relate to. In subsequent drafts, I reluctantly changed the setting, but the reform-school 

setting remained a vital part of the further steps of inspiration I discuss below in this 

chapter. 

 With a genre and a setting, I was able to pique the interest of anyone I pitched the 

concept to, but there still remained the question of conflict and who the antagonist would 

be. I toyed with the idea of making this script a psychological thriller in which the central 

struggle was whether or not a reform-school student was crazy, but this felt too internal (a 

no-no in screenwriting). Moreover, I determined there needed to be a struggle that took 

place outside the protagonist’s mind, and this meant having an antagonist or a villain. 

 Classic horror movie villains can practically be listed on a menu as follows: serial 

killers, monsters, poltergeists, demons, and ghosts. Although I love serial killer movies 

and was tempted to go this route, I decided that a supernatural villain would give me a 

greater opportunity to construct creative scares due to the fact that supernatural beings are 

not governed by the rules of this world. This left me with a choice between monsters, 

poltergeists, demons, and ghosts. I ruled out monsters right away because I did not think 

any creature feature could ever top Steven Spielberg’s “Jaws,” and I ruled out poltergeists 
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because I simply did not find them scary. A demon would introduce religious themes into 

the script that I was not sure I wanted to address; I cared more about delivering chills 

while exploring themes of women’s mental health, and I thought questions of religion 

would get in the way. Furthermore, none of these potential villains fit well with the 

reform-school setting and the issues it raised other than a ghost, perhaps of a former 

student. 

 Deciding to tell a ghost story led to another round of questions: who was this 

ghost, what did he or she want, and was s/he good or bad? I decided the ghost would be 

that of a girl who died due to malpractice at the reform school, which let to yet another 

question: what kind of malpractice took place at the reform school? Would it be 

malpractice that commonly takes place at correctional facilities and reform schools today, 

or would it be something unique to this school? 

 These questions of exactly how the ghost died and what she wanted stumped me 

throughout the majority of the summer. I storyboarded numerous possibilities and stayed 

awake many nights frustrated with my lack of progress—with the number of times I came 

so close to the right idea that I could taste it, and the fact that none of my ideas truly 

excited me. It was not until the night before I was supposed to pitch my script premise to 

my fall workshop and a group of Hollywood insiders that I landed upon a concept to my 

liking. The concept was as follows: doctors used to perform lobotomies at the reform 

school when it was an insane asylum, and the ghost was a patient whom a doctor had an 

affair with and then lobotomized to keep her quiet. Although the idea of lobotomies came 

into play thanks to sleep depravation and the principal that necessity is the mother of 
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invention, it is an element of my script that stuck and remains a buzzword that never 

escapes mention whenever I pitch my story. 

Another source of inspiration that did not quite have the same staying power was 

that of famous literary suicides. In keeping with my desire to imbue my script with 

meaning that goes deeper than mere visceral scares, I wanted each of the killings or 

haunting in the script to symbolize a female writer or literary character that committed 

suicide. For example, I hoped to include a scare with an oven door to pay homage to 

Sylvia Plath and a drowning to represent Virginia Woolf. This concept drove the way I 

constructed most of the scares in earlier drafts and, although I eventually cut most of 

them, the proverbial ghosts of female writers from days gone by remained a constant 

influence as I wrote this screenplay. 

Fittingly, I have kept the Virginia Woolf quote, “It is far harder to kill a phantom 

than a reality,” pasted above my computer screen since the summer of 2009. This quote 

applies to my script in two ways. Firstly, it is a reminder of the inherent frightening 

power or a ghost or phantom. Secondly, I find the context of Woolf’s quote very 

meaningful to a script about women’s mental health and personal hauntings. Woolf’s 

words were written in response to Coventry Patmore’s poem “The Angel in the House.” 

Woolf wrote about the ideal of sacrificing, pure female domesticity that the poem depicts, 

and she posited that all women would have to murder the lingering ghost of this ideal if 

they ever wanted to write novels, form opinions or be anything other than the mere 

picture of domestic perfection. To this day, what it means to be female and a writer is 

something I grapple with whenever I pick up a pen or sit down at a keyboard. In addition, 
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something in my core knew that my script was in some way about not one single ghost, 

but about the ghosts of feminine ideals from days gone by that haunt every woman and 

linger in every hallway, no matter how dimly lit or how clearly the ghosts make 

themselves known. 

Is it is far harder to kill a phantom than a reality? Yes, Virginia, I believe it truly 

is. Armed with this inspiration, however, my next task was to kill any phantoms of 

female innocence hovering over my shoulder while weaving together a scary script about 

a girls’ reform school, a ghost and lobotomies. 
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CHAPTER 3: THE EVER-CHANGING STORY 

 

 All this inspiration is good, but turning it into an entertaining yarn known as a 

story is another thing entirely. As the Fall 2009 semester commenced, I had to decide 

what ideas served to make a good story, and determine which I should let go. A famous 

writing adage refers to this process as “killing your darlings.” This process is based on 

the principal that the most flowery, time-consuming passages a writer composes are 

doomed for the cutting room floor. I was still in the conceptual stage and had no verbose 

script pages yet, but many of my ideas were flowery. Furthermore, considering the 

numerous sources of inspiration and multiple conflicts I was inventing elaborate 

justifications for in my head, it was inevitable that I kill many darlings. 

 The first darling to go was the location. I submitted two rounds of outlines to my 

Fall 2009 workshop (see Appendix A, B and C), but received a lot of confused feedback 

regarding the reform school on both drafts. People did not feel that the scenes in my 

outline adequately distinguished this place from a mental hospital and they were not sure 

why it was necessary to make this distinction. One classmate asked, “Wouldn’t it be 

cleaner if you just decided to set this at a mental hospital or a school, not a combination 

of the two?” My initial reaction was that my classmate was missing the point—the reason 

I was writing this script, after all, was because I wanted to write something scary and a 

reform school was the scariest place I knew. I would make this work. They would see. I 

soon started doubting these platitudes, however. 
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I took a step back and asked myself whether the location was a vestige of the 

original idea and whether my story had taken on a life of its own (one in which the 

location was clunky and dragged the rest of the story down). Moreover, I asked myself 

what would be scarier: being at a creepy reform school and learning that lobotomies used 

to be performed there, or being at an expensive private school and uncovering this history 

about lobotomies. I realized that having this discovery at a private school would be much 

more surprising and scary. Thus, I ultimately changed the script’s setting from a girls’ 

reform school to a preparatory school because it is more intriguing to deal with sinister 

things lurking beneath pristine surfaces. 

 It was at this point that the core story I was telling solidified. My script was—and 

still remains—about a teenage girl, Wesley Spellman, who moves in with her 

grandparents to attend a preparatory school, yet finds herself haunted by a ghost from her 

family’s dark past. She discovers that all women in her family commit suicide on their 

18th birthdays, and realizes that this ‘curse’ has something to do with a girl her 

grandfather lobotomized years ago; not only this, but her grandfather is still performing 

lobotomies on girls at the ritzy prep school in present time. This core story has not 

changed much since, but the majority of scenes and the intricacies surrounding the story 

have. The main story changes are detailed in the following paragraphs, and I will 

chronicle the major character changes and genre-driven changes in subsequent chapters. 

One major event that has shifted its chronological location in the script from draft 

to draft is Wesley’s 18th birthday. In the first and second drafts, Wesley’s birthday is the 

catalyst and marks the beginning of her haunting at the page-15 mark. These drafts show 
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Wesley’s haunting progress from her birthday onward, but there is no clear-cut deadline 

when she knows she will go completely mad and kill herself. When taking Beau Thorne’s 

rewriting class in the spring of 2010, he suggested that it might create more suspense and 

dread if the hauntings all lead up to her 18th birthday. Beau’s advice made a lot of sense 

to me, so in the third draft I changed it so the mythology is more concrete and Wesley 

knows she will die exactly on her 18th birthday. This also gave me a chance to 

implement a clock in the third draft, in the form of title cards counting down the days 

until Wesley’s birthday. 

 Because Wesley’s birthday no longer served as the script’s catalyst, I needed to 

come up with another big story movement to introduce at page 15. At this point Wesley 

has already witnessed her cousin commit suicide and has moved to Channing Country 

Day School with her grandparents, but she has yet to encounter the ghost. In the first two 

drafts Wesley does not encounter the ghost until page 30, but I decided to move the first 

ghost sighting up to the 15-page mark in the third draft. My reasoning was twofold: this 

would provide the major story development audiences have come to crave at this point in 

movies, and it would make it clear that this is a movie about a ghost. 

 Making this change pushed a lot of my plot points forward, and I was left 

deciding what event should be my new act one break. Because horror movies move at an 

accelerated pace and often open with their catalysts, the events of the first act had always 

been murky for me—I alternated between either having a clear page-15 moment or a 

clear act one break, but never had both at the same time. I did a lot of brainstorming when 

plotting my third draft, however, and I decided that a strong act one break would be the 
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realization that many women in her family die on their 18th birthdays. I wrote many 

different versions of this ‘discovery’ scene, many of which involved backstory about 

Wesley’s mother and aunt, and I eventually landed on a scene in which Wesley finds her 

mother’s urn and notices that the dates of her life do not correspond with the myth of her 

mother dying during child birth. She uncovers the fact that her mother killed herself on 

her 18th birthday, and this starts the countdown to Wesley’s own birthday. In earlier 

drafts, Wesley had either always known about when these family members died or 

casually connected the dots in a page-10 scene at a cemetery, but the discovery was never 

a big moment. Beau was a major proponent of this structural change, reasoning that the 

curse taking place on these girls’ 18th birthdays is such a big part of the movie’s premise 

that I may as well start the countdown and the impending sense of doom at a major plot 

point toward the beginning of the script. 

 This feat of tightening up the first act was the main rewriting accomplishment I 

made in the spring semester of 2010. Although I completed a draft in the spring class, 

none of the other changes I made really gelled the way the first act did. I had received 

countless helpful notes on my second draft, but I was having a lot of trouble making fixes 

on a big-picture level. In other words, I was writing a lot of new scenes that still were not 

solving larger story problems. 

One such overarching script note that I tried tirelessly to address in my third draft 

was the need for a red herring. Overwhelming consensus from my classmates confirmed 

that in the first and second drafts I tipped my hand too soon by letting readers know that 

Bartlett was bad. My midpoint in those early drafts consisted of Wesley exploring the 
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underground tunnels of the school and falling face-down onto the rotted corpse of 

Susannah Nie (the ghost haunting Wesley). This plot movement served to reveal 

Bartlett’s love affair with Susannah and confirmed Bartlett as a “bad guy” in Wesley’s 

eyes. This also meant that Wesley and the audience had a clear idea of what she was up 

against for the entire second half of the script, which was surely too soon to solve the 

mystery. As such, I concocted a storyline for the third draft in which Wesley learns her 

grandmother is a “lobotomized zombie” at the midpoint and suspects she is the one 

pulling the ghost’s strings. This threw Wesley off Bartlett’s scent, but it really slowed 

down the script’s forward movement; after all, an information-heavy reveal is nowhere 

near as strong of a moment as falling on the corpse of the woman haunting you. I 

experimented with many iterations of this Rose-as-red-herring idea, but every version 

involved exposition-heavy scenes that made the script more cluttered and less purposeful. 

The trick was to complicate the chain of evidence enough that the mystery is not too 

easily solved, yet not to complicate the story so much that it becomes convoluted; in the 

first through fourth drafts I was not grasping how to execute this tricky balance. 

An element of my script that was making the story convoluted instead of 

suspenseful was an overtone of hyper-sexuality that became apparent at Channing in 

early drafts of the second half of Act II. There were whole scenes where lobotomized 

girls straddle Wesley and engage in orgies with teachers, which Wesley later learns is a 

side effect of the testosterone shots Bartlett gives girls to counteract the lethargy of 

lobotomy. This was problematic in so many ways. First, the fact that Bartlett was 

performing modified lobotomies made things unnecessarily complicated and detracted 
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from the horror of real lobotomies. Secondly, making the results of Bartlett’s surgeries so 

sexually charged raised too many questions about his character, his relationship with 

Rose and Wesley, and even hinted at potential incest. It became clear that getting rid of 

this convolution would only benefit my script. Accordingly, I slashed away at this 

darling. 

Another major element of the story that I realized was not carrying its weight was 

a double blind in the second half of act two, in which Wesley’s grandparents convince 

her she imagined the lobotomies and crazy stuff at the school. They tell her that her 

delusions are all a part of how she is coping with her cousin Julia’s death, and she 

believes them until the act two break when she sees her lobotomized friend in class and 

realizes she must take down Bartlett to stop her haunting. This devastating reveal made a 

classic low point, but the double blind itself was not pushing the story forward. Thus, I 

got rid of it in the fourth and subsequent drafts. 

I used the lull between the spring and summer semesters to perform a heavy bout 

of rewrites, in which time I produced what I consider the fifth draft of the script. In this 

draft, I got rid of a sequence of séances and trips to the historical society that made up the 

first quarter of act two in the fourth draft. I replaced these with scenes in which Wesley 

actively investigates how her mother killed herself and confronts Bartlett about the 

history of the school. I realized that in earlier drafts Wesley was failing to ask logical 

questions—she was looking for answers in random places, such as the Department of 

Motor Vehicles, instead of going to her grandfather. I knew that I had to change this in 

order for Wesley to seem smart and thereby more relatable, and an added bonus of this 
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was that it made Bartlett more present in the script; it allowed us to see hints of his evil 

character, but to also see the layered ways in which he cares for Wesley. I used this new 

and improved beginning of act two as a springboard for the rest of the script; I created 

scenes in which Wesley searches for clues about her ghost at a nursing home filled with 

lobotomy victims, added a scene in which Leah and Wesley attempt to bury Susannah’s 

corpse out at sea, and changed the act two break so it involves Wesley being tied to 

Bartlett’s operating table. Now that, I congratulated myself was a true low point. There 

were still many holes, but this draft was when my script started feeling like a real movie 

to me—the fifth draft was when my scenes started to take shape and function on more 

sophisticated levels than just delivering exposition. 

Once I felt my fifth draft was as polished as I could make it, I submitted it to my 

thesis supervisor, Stuart Kelban. This was the first time he had read the script in any 

shape or form, and I welcomed his fresh perspective on the story. Stuart had a wealth of 

helpful feedback on all aspects of my script, and, most importantly, he was able to boil 

down the problem areas of my script into one key point: too much of the script was 

devoted to learning things about the past, and not enough page space was devoted to the 

sinister things going on at Channing Country Day in the present. As Stuart put it, this 

makes it so the reveal of Bartlett performing lobotomies on students at the beginning of 

act three comes as too much of a shock and does not feel connected enough to the rest of 

the movie. My job was, thus, to balance reveals about the ghost’s past with scenes that 

center on strange events in the present. Stuart suggested I do this primarily by devoting 

sequence five (the 15 pages immediately following the midpoint) to Wesley uncovering 



 15 

secrets about present-day lobotomies at the school. Although this advice sounds 

localized, it sparked many changes throughout the script. 

The largest structural change I made in the sixth draft was creating a new 

midpoint that brought the crisis into the present. I did this by having the girls see Grace 

with a bandage around her head. This also changed the second half of act two by letting 

the reader in on the fact that something suspicious is going on at the school now; at this 

point, lobotomies are not merely a thing of the past, they are connected to strange 

happenings at the school in the present. This allowed me to devote the second half of act 

two to the mystery of Grace, and subsequently Leah when she disappears. I added a scene 

with Leah’s parents in which we see her docile mother and chauvinistic father, and added 

scenes in which a personality-less Grace reintegrates with the class. These scenes do not 

outright prove that Bartlett is performing modern lobotomies at the school, but they push 

Wesley to investigate more and suspect everyone, thereby heightening the tension and 

urgency. 

I went on to tweak these post-midpoint scenes more in my final round of rewrites 

in response to additional notes from Stuart, opting for a subtler route. Adding a scene 

with Grace’s father at his funeral parlor achieved this subtlety, transitioning the story 

from the ghost’s legend and the past to the present mystery of Grace’s whereabouts. 

Instead of having Grace show up with a bandaged head, I tweaked scenes so Grace is 

merely missing and her classmates decide to look for her. This investigation leads to 

Leah being captured and Wesley being left for dead in an old asylum cell, leading Wesley 
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to believe that if she stops her grandfather’s modern lobotomy operation she will also 

stop her haunting. 

In the current draft, it is this need to find her friend and stop Bartlett that pushes 

Wesley through to the end of act two, which fortifies this portion of the script with much 

more immediacy. This change also prompted me to get rid of a lot of scenes that were 

mere vestiges of the double blind from earlier drafts. For example, there was a sequence 

in my fifth draft in which Rose locks Wesley up and forces her to make party 

decorations; my justification for these scenes was that they showed Rose’s character and 

the sad way that she glosses over everything in her life as a result of her lobotomy. The 

scenes were not doing double duty, however, and they did not push the story forward 

enough as far as Wesley was concerned. These scenes were simply taking up space in the 

second and third act and getting in the way of other plot developments. This is to say, 

they were adding confusion where no more confusion was needed, and—no matter how 

much character they revealed—it was my job as a writer to always create scenes that 

escalated the story while depicting characters and never to do just one of these things. 
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CHAPTER 4: CHARACTERS 

 

 Just as story structure necessitates the slaying of darlings, characters require 

tweaking and killing off from draft to draft. There is a question of who to let live and die 

on the page, and who is doomed to rot in your imagination. Inevitably, some of our 

favorite people must get cut and some of them must meet unfortunate ends on the page. 

 I will be the first to admit that story structure has been the driving force behind 

every major change I make to “Finishing School,” and character-driven changes come in 

a distant second. This is not because I devalue characters—quite the contrary. I simply 

find that I have to see my characters on the page—see their actions in a first draft so I can 

get a vague understanding of who they are and I can then hone their actions, making their 

acts truer to their characters in each draft. The downside of this, however, is that I often 

find myself inventing characters left and right to facilitate new story movements, and end 

up with a surplus of characters in early drafts. This chapter is all about my process of 

developing the inner lives of the people we hope and fear for, the people who make us 

quiver with their villainous traits, and those who do not make the cut in “Finishing 

School.” 

Wesley was the first character born in my writing process. I named her after a girl 

I sat beside in my favorite fiction-writing workshop at Mount Holyoke College. I barely 

knew the girl, but she wore an old Cartier watch every day that I imagined she inherited 

from her grandmother. I also imagined her grandparents raised her and named her Wesley 



 18 

because they wished she had been born a boy. This imagined Wesley immediately came 

to mind when envisioning the kind of protagonist I wanted for my script, and the details 

of Wesley Spellman’s character grew from there. 

I decided early on that Wesley would be an orphan because her mother’s teen 

pregnancy and subsequent suicide explained away the maternal figure, which also made 

it likely that the teen father would not have wanted to stick around. My initial idea was 

that Wesley grew up with her grandparents on the campus of a girls’ reform school, but is 

forced to enroll in the reform school when she has a psychotic break on her 18th birthday. 

Had I gone through with this version, Wesley would have been a much more emotionally 

unstable person who was constantly questioning her own sanity. I shifted her backstory 

so she was raised on her aunt and uncle’s farm, which served the double-duty of allowing 

Wesley to witness the family curse via her cousin Julia’s suicide in the beginning of the 

script and prompting Wesley to move in with her grandparents.  As Wesley exists in the 

current draft, she is a girl wracked with grief and trauma over her cousin’s death, and she 

wants desperately to make friends and graduate from high school. I decided Wesley’s 

grief and her humble goal of just graduating school would make her relatable and 

encourage audiences to root for her. 

Another trait I figured would make audiences root for Wesley is that she is not 

just a stupid horror movie girl. As I mentioned in the previous chapter, from the third 

draft onwards I really challenged myself to have Wesley do the smart thing—to confront 

her grandparents about the family history, and look down the strange hallway when 

someone goes missing. It is my hope that this makes readers identify with her and feel 
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that they would do the same things as her; this way, when something goes wrong the 

audience ideally feels even more scared for her. 

 Wesley’s friend Leah is another character I hope audiences will side with and fear 

for. Leah started out as a popular girl named Tessa, but I changed her name and many 

things about her in the third draft because I wanted Wesley’s sidekick to be more than 

just a stock character. Leah becomes more than just a popular girl in a scene in early act 

two when Wesley discovers her fascination with the supernatural. She is Wesley’s 

window into the world of séances and witchcraft, and she is also an example of what it 

really means to come from privilege and be a Channing girl. Although Leah also serves 

as a source of levity in scenes with her dirty jokes and teenage lingo, I attempt to write 

her character with a hint of sadness—as though she uses her humor to gloss over her 

subconscious knowledge of the fact that she will soon be lobotomized. 

 The other character who copes by glossing over difficult things is Rose, Wesley’s 

grandmother. Rose was initially a doddering housewife whom I only worked into my 

script at classmates’ badgering requests. At first Bartlett was both headmaster and 

psychiatrist, but halfway through the first draft I made Rose headmistress of Channing. I 

also realized that she was an interesting window into lobotomies of the past. I thought it 

would be really fascinating if the reason Bartlett practiced lobotomies to begin with was 

because of his relationship with Rose. Rose brought up many questions as well as a 

character: why doesn’t the ghost haunt her, how much does she know about Bartlett’s 

activities, and is she lobotomized? Her character’s story was the most challenging for me 

to get straight, but what I ended up with is a woman who is so numbingly pained by her 
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own lobotomy that she facilitates her husband in lobotomizing her young students. Her 

incessant party planning for Wesley is also a response to her surgery—she tries to 

neutralize the memories of her daughter and granddaughter’s 18-year-old suicides by 

planning an elaborate party for Wesley’s birthday. This character trait serves double duty 

because, while it reflects Rose’s inner ache, it also seems flat-out strange and leads 

Wesley to find her grandmother creepy—it to appears at times almost like she is taunting 

Wesley with the party planning. This, in a sense, is the subtle approach I arrived upon in 

the sixth draft for making Rose a red herring. 

 Once I solidified Rose’s character and backstory, I grew to understand Bartlett 

better. He has always been an antagonist, but his motives were not clear to me in early 

drafts. Upon deciding to make Rose a lobotomy victim, I forced myself to come up with 

details on how Rose’s lobotomy came to take place. I determined that when Bartlett was 

a young psychiatrist he took a job at the Coastal Connecticut Asylum so he could get 

Rose ‘treatment’ for her post-partum depression. As a result of her subsequent lobotomy, 

Rose became unloving and lacked passion toward him, and this drove him to have an 

affair with Susannah Nie. When adultery was not enough for Susannah and she 

threatened to break up his marriage, Bartlett lobotomized Susannah to keep her quiet, and 

he eventually came to view lobotomies as a cure for female wants. Clarifying his agenda 

in this way made Bartlett more than a generic bad guy in my mind—he became a 

nefarious character who actually thinks he is doing something good for mankind. 

Knowing this was only half the battle, however, because the equally tricky question I 

faced was how to depict him in the third half of the script. I realized that early depictions 
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of him as a strapping man who still leads a prestigious psychiatry practice drew too much 

attention to his powerful nature. Thus, by my sixth draft (following Stuart’s advice) I 

toned down Bartlett’s power by making him a retired psychiatrist who fills his days with 

crossword puzzles. This character tweak made Bartlett both more likeable and less 

suspicious. 

 Bartlett eventually becomes very suspicious in the reader’s mind, but I try to 

temper this suspicion in the current draft by making sure Susannah Nie’s ghost 

continually poses the greatest threat to Wesley. Susannah is another character who has 

gone through many transformations. In the first through third drafts, she is the sister of a 

mental patient. I decided to simplify things in the fourth draft and make Susannah one of 

Bartlett’s patients herself, however, and the new backstory I invented for her is that she 

was committed to the asylum for stalking a professor she had a crush on. Susannah has 

always had an affair with Bartlett and he has always eventually lobotomized her, but in 

every draft until the sixth Susannah commits suicide in response to Bartlett’s betrayal. 

Not only this, but she commits suicide à la Virginia Woolf by shoving rocks in her 

pockets and drowning herself in the ocean. The images of clacking rocks even came to 

dominate Susannah’s hauntings, but I realized that the Virginia Woolf obsession was 

something that cluttered my character notes but never populated the page in a meaningful 

way. Thus, in the sixth draft I changed it so Susannah dies on Bartlett’s operating table. I 

did this so that everything would focus on lobotomies; having Susannah die in the 

process of being lobotomized not only honed in on the importance of lobotomies in this 
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script, but it made her haunting even more personal. The suicide cluttered things, whereas 

having her die at Bartlett’s hands added clarity. 

 Like Susannah, Trevor’s character went through many incarnations in early drafts. 

I originally put him in the script as a response to a producer’s note that I needed “more 

hot guys” in the movie. As a result of these origins, Trevor functioned purely as a hot guy 

in the first though fourth drafts. He was a gardener on the school grounds—an occupation 

I selected for him simply so he would have an excuse to take his shirt off—and I 

eventually made him a little more complex by having him turn on Wesley in order to get 

Bartlett to write him a good recommendation letter to Yale. While an improvement, the 

reasoning behind the Yale-recommendation storyline was still pretty thin. It was toward 

the end of Beau’s spring class that I landed upon a compelling bent for Trevor, and in my 

fifth draft I rewrote him as Bartlett’s apprentice. I have since tweaked his role further and 

made him a pre-med student who lives with the Spellmans and helps Bartlett maintain old 

patient files. He is someone who has a genuine romantic interest in Wesley, and this 

makes it all the more disturbing when Wesley learns that he is in cahoots with Bartlett 

and is assisting him in lobotomizing girls at her school. Although I hate myself for 

listening to the producer’s initial advice about adding a hot guy to the script, when I think 

about removing Trevor from the script I feel I would be remiss at this point. Trevor still 

feels a little incomplete to me and I would like to round him out further, but he has come 

a long way from simply helping me scratch off the “hot guy” check box. In future 

rewrites, however, I think I could employ Trevor more in illustrating themes of young 

female desire. 
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CHAPTER 5: SCARES 

 

 Populating a script with sympathetic characters that the audience hopes and fears 

for is all well and good, but it takes specific scary moments to make a script fit into the 

horror genre. These moments are commonly known as scares, and horror-movie guru 

Sam Rami says that all good horror movies have a scare every seven minutes (in script 

terms this translates to a scare every seven pages). Moreover, I was faced with the 

question of what these scary moments would look like in my script: would I need to kill 

someone off every seven pages? I had the plot movements and premise that I knew these 

scary moments would organically develop out of, but it was going to be challenging to 

make these scares original, unpredictable, and uncontrived. 

 To help reign in my concerns about writing scary moments, I asked myself one 

simple question early in the fall of 2009: what kind of scary movie was I writing? I talked 

to my peers about horror movies and watched even more, which led me to two broad 

categories for horror movies: there is one type that relies on slasher-induced blood and 

high body counts for scares, and there is another type that builds scares through 

suspenseful, startling moments. This last type does not require a high body count, and I 

came to call it the “bump in the night” horror genre. I immediately gravitated toward this 

type of horror movie, because I felt it fit my story best and I flat-out found this type of 

horror movie scarier than slasher films. At this point I watched, read, and broke down 
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numerous films of this type, and I placed particular importance on “The Ring” because I 

felt I most wanted to emulate its style of scares. 

 “The Ring” was also similar to my script in that it begins with the violent death of 

the main character’s niece, much like the opening of “Finishing School” when Wesley’s 

cousin commits suicide. This kind of bloody opening is common—practically required— 

in horror movies, and it is often called a teaser. Teasers usually involve the deaths of 

nameless characters we never see or hear about again in the movie—they foreshadow the 

scary violence the main characters will soon encounter, but they have nothing to do with 

the main characters themselves. I knew I wanted the teaser for “Finishing School” to 

function on more levels than this, however, and the opening of “The Ring” was a great 

example because the teaser kill was personal. I decided it was particularly important to 

make the teaser of finishing school personal if I planned to make it a low-body-count 

movie, my reasoning being that the fewer deaths the more meaningful each had to be. 

Considering Julia and Bartlett are the only two characters who die over the course of my 

script, I knew I had to treat the opening sequence with great gravity in order for the 

audience not to expect an equally bloody kill every seven pages. “The Ring” established 

these expectations by following the teaser with a funeral scene, and I do the same in 

“Finishing School.” Because a funeral is all about mourning the loss of someone, I 

determined there was no better way to call attention to the unusual nature of suicide and 

death, thereby causing audiences to only expect deaths as rare occurrences throughout the 

movie. 
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 With a limited number of deaths, this meant coming up with a variety of other 

scares for “Finishing School.” In this sense, the gamut of scares in “The Ring” greatly 

informed my script. These scares consist of suspicious encounters, strange sounds down 

dark halls, nightmares, and the countdown of the seven days Rachel has left to live. These 

were informative not only because they involve a clock similar to mine, but also because 

very few of them involve seeing the movie’s ghost. Like mine, “The Ring” is a ghost 

story, yet the ghost never appears on screen until after the midpoint when Rachel sees her 

on old medical-surveillance tapes. I decided to show Susannah’s ghost earlier in 

“Finishing School” to make it clear that Wesley is up against something supernatural and 

is not simply dealing with grief from her cousin’s death. I, however, realized it was 

important to limit the amount of screen time Susannah has in order to maximize her 

impact. The distance between realizing this and achieving it is great; case in point, my 

first through third drafts included Susannah-sightings at least every eight pages. I 

whittled these sightings down in the next few drafts, but the first time Stuart read the 

script he still warned me that we see Susannah way too often. Thus, in my sixth draft I 

reduced the number of Susannah sightings down to seven, and I am still trying to get this 

number down even more. 

 This remains a tricky task because it requires eliminating Susannah sightings 

while ensuring there are still scares every seven pages. I managed to eliminate numerous 

Susannah scenes by replacing her body with images that are associated with her. For 

example, I replaced one scene in which Wesley sees Susannah through a picture window 
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with a similar scene in which she sees a pile of electrodes and red hair instead (see 

Appendix F and G). 

 These images of electrodes, gauze and hair did not exist in early drafts of my 

script, and Stuart fittingly warned me that my script had too many visual motifs that did 

not directly relate to lobotomies and mental hospitals. Until the sixth draft, the strongest 

visual image was that of the ocean and clacking rocks, because that was how Susannah 

Nie killed herself after being lobotomized. Oceanic imagery does not visually represent 

the theme of lobotomies, but I justified centering so many scares around water and ocean 

images because they harkened to Virginia Woolf/Susannah’s suicide. Once I changed 

Susannah’s backstory and made her die on Bartlett’s operating table, however, I finally 

admitted that these images were extremely out of place in the script. The visuals of scares 

should point somewhere and reveal new information after all, and oceanic imagery no 

longer functioned on this level in “Finishing School.” 

I then decided to focus more on mental health imagery: electrode sparks, gauze, 

blood, straight jackets. I had a really hard time parting with the ocean scenes completely, 

and that is why one remains; I decided one ocean scene would be good because it would 

keep the audience on edge a little, and wouldn’t completely hit them over the head with 

mental health imagery in act one. It took me almost a whole month of brainstorming to 

come up with a visual image that I felt was as strong as water, however. The climax of 

my sixth draft involved a school bus flooding with ocean water, and I was hard pressed to 

come up with an image I felt was worthy of replacing this. Eventually I realized that what 

made water such a strong image was its elemental nature, and this made me try to think 
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of a basic element I could replace it with. The trick, of course, was ensuring that this 

basic element directly tied into mental health practices and lobotomies. This stumped me 

a while longer, but when I landed on the concept of electrodes sparking under the ghost’s 

gown, I knew I’d hit my answer. I accordingly replaced every instance of clacking rocks, 

wet dresses and ocean waves with either electrodes, sparks, or bloody gauze, and this 

suddenly gave my script visual and thematic unity. 
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CHAPTER 6: THE END 

 

 I ended up keeping the climactic scene in the school bus and turning it into a false 

ending in the current draft. I got rid of the oceanic explosion inside the bus, as mentioned 

in chapter five, and tweaked many other aspects of the scene. One such tweak is that 

although Wesley kills Bartlett in the school bus in earlier drafts, in the sixth draft I have 

her merely anesthetize him and leave him for dead so she can take Leah to the hospital. 

Moreover, I tweaked this scene further in the current draft to include Grace stabbing 

Bartlett in the eye until he goes unconscious. I implemented these changes because Stuart 

noted that Wesley’s deliberate killing of her grandfather was too harsh, and also because 

I wanted to keep Bartlett alive for one last showdown with Susannah’s ghost. 

 False climaxes and surprise scares within the last five minutes of screen time are 

conventions of the horror genre, but genre formalities were far less of a concern in my 

decision to structure the end in this way than my desire to have Wesley face Susannah’s 

ghost in the script’s final scary moments. This is because, in keeping with the idea of 

phantoms being harder to kill than realities, I wanted the last action scene to feature 

Wesley’s toughest, most elusive enemy (Susannah’s ghost). 

 Additionally, I was concerned about the fact that the haunting storyline takes a 

back seat beginning in the second half of act two. Although this shift is important in order 

to allow the sinister happenings at present-day Channing to come to the forefront, many 

aspects of the haunting are still unresolved at this point and I think audiences would feel 
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cheated if they did not get an ending that explained why Susannah haunts Wesley. In 

early drafts, I attempted to resolve the ghost storyline with numerous flashbacks and 

trippy visions that illustrated Bartlett and Susannah’s love story. These were writing 

cheats and option-A scenes at best, not to mention the fact that they were incredibly 

information-driven and information does not make for an exciting climax. My task was 

thus to figure out a way to explain Susannah’s haunting through a big action scene. 

 Around the time when I was writing my fourth draft of the climax, David 

Mamet’s open letter to the staff of his TV show “The Unit” surfaced on the Internet. The 

letter was filled with way too many uppercase letters and a lot of commonsense writing 

advice, but the one thing it said that really stuck with me was, “The audience will not 

tune in to watch information ... The audience will only tune in and stay tuned to watch 

drama.” Duh, I knew this—I certainly do not watch movies and TV for the information—

but reading these words at that time made something click for me. I then gave myself 

permission not to explain every single detail of Susannah and Bartlett’s past and instead 

focused my efforts on creating the most dramatic climax possible. It was at this point that 

I wrote the battle sequence between Wesley and Bartlett on the bus. In the fourth and 

fifth drafts, Susannah pounces on Bartlett after Wesley kills him and the bus magically 

floods with water as the two dead lovers kiss. This was not quite right on multiple levels, 

but it was closer and it at least did not focus on information. 

 As I went about writing the sixth draft of act three, I was armed with a lot of fresh 

notes from Stuart and the knowledge that the ocean imagery would no longer be a part of 

my climax. I also knew that I wanted something about Susannah’s agenda to be 
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dramatized in the new climax. A piece of advice from Beau Thorne came to mind at this 

point; he said that as I wrote my end I should have a very clear idea of whether my ghost 

fits the American model or the Japanese model. I had no idea what this meant at the time, 

but he explained that ghosts in American stories are traditionally good-intentioned and 

haunt their victims because they simply want something, whereas ghosts in Japanese 

stories are traditionally pure evil. Beau warned me that Susannah’s ghost seemed to be 

waffling between the two types—she nearly drives Wesley to suicide and does not stop 

when Wesley saves the lobotomized girls, yet she retreats when Bartlett dies. 

 In an attempt to decisively model Susannah’s ghost on either the Japanese or 

American traditions, I tried several alternate endings on for size while writing the sixth 

draft. I wrote a version in which Susannah is pure evil and Wesley lobotomizes herself in 

order to stop the haunting. This ending was a bit grim for my taste and I decided most 

audiences would rather see Wesley die than know that she would live forever as a 

lobotomy victim. Thus, I tried a version in which Wesley kills herself because she cannot 

stop the curse in time. This felt too grim as well, so I decided Susannah would follow the 

American model of ghost stories. 

 I had clarified Susannah’s drive and rules (at least in my mind) in draft five: she 

haunts the frontal lobes of Spellman girls because she is driven by a want for Bartlett, and 

will only rest when he joins her in the afterlife. This was not coming across on the page, 

so I decided to make Susannah pose a serious threat to Wesley’s life in the climax of the 

sixth draft; this way, the audience could see her ease up when Bartlett dies. I also added 

Rose to this scene in order to draw the subtle connection between the way she imposes 
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her suffering on the girls at Channing and the way Susannah makes the Spellman girls 

suffer the way she suffered—by depriving them of 18th birthday parties, a chance to have 

babies, and the opportunity to marry the men they love. None of this is overtly spelled out 

in the climax, but it is my intent that the scene give satisfactory resolution to the ghost 

storyline and clarify her wants through action when Susannah allows Wesley to lower the 

knife from her eye socket and joins Bartlett’s corpse in a smattering of kisses and 

electrode sparks. 

 In the sixth draft I decided to have a lobotomy victim named Margot kill Bartlett 

to take that weighty act off Wesley’s conscience. I liked the fact that when Margot kills 

Bartlett by jabbing sharp metal into his brain it is literally an eye for an eye, but Stuart 

warned me that audiences will want to see Wesley be more active in the final scenes. For 

this reason, I rewrote the current draft so Wesley kills Bartlett by proxy in a hospital 

room. 

 Other alternate endings I tried on for size heavily involved Trevor’s character. I 

wrote one in which Trevor is lobotomized, institutionalized and spends the rest of his life 

building love shrines for Wesley. Yet another involved him reconciling with Wesley and 

becoming her boyfriend, an end that—even as I wrote it—I knew was extremely far-

fetched and not exactly the message I wanted to send to female audiences. These endings 

missed the mark so extremely because Trevor ultimately is a bad guy and is not the other 

half of a love story in my script (even in spite of his hotness quotient). When I came to 

this realization about him, I wondered if my script would lack heart. There is the love 

story between Susannah and Bartlett, but that is a story from the past and I felt it was 
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important to have an enduring relationship in the movie’s present time. Eventually, I 

realized that the true love story of this movie takes place between Wesley and Leah. It is 

these two girls who work together to overcome obstacles and are ultimately able to give 

each other what they need: Wesley saves Leah from being lobotomized and Leah helps 

Wesley kill her ghost. 

 An early draft of “Finishing School” ended on Wesley musing, “It was about love 

all along.” Although these words only fleetingly uttered in the script’s current ending, the 

closing scene in which Leah gives Wesley a birthday muffin illustrates this sentiment 

through action. It simply took me the process of killing off six drafts and lots of 

exposition to figure out that Wesley and Leah’s friendship was the means through which 

I would depict this on the page. 
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CHAPTER 7: THE BEGINNING (AN EPILOGUE) 

 

 Before entering The University of Texas at Austin for graduate school, I had 

never written a screenplay before. I had never taken a class on movies, laid eyes on a 

shooting script, or been on the set of a film (Hollywood, student, or otherwise). Sure, I 

wrote fiction as though short stories were breath and I watched lots of movies, but my 

learning curve was tremendous. 

 Shortly after hearing of my acceptance into the university’s program, I went to see 

the movie “Juno.” I was still in the midst of deciding whether I wanted to get my MFA in 

fiction or screenwriting and I figured watching a film with an Academy Award for best 

script might help me mull it over. I left the theater as undecided as I was when I went in, 

but something significant happened while watching the movie—I formed my very first 

definitive opinion I had ever developed about a screenplay. 

 “Juno” opens with the line, “It all began with a chair.” The film then proceeds 

with 100 minutes of complications, which I since learned are scoffed at by most 

screenwriters, and then the film closes with the line, “It all ended with a chair.” That line 

of dialogue jarred me right away, and I thought to myself, “No! She should have said, ‘It 

all began with a chair.’” Not only did I like my version better because it gave the movie 

poetic symmetry, but I preferred my version because it was true. Sure, the movie was 

ending, but if we were to believe the characters were real people, the next stages of their 

lives were just beginning—a girl was about to date her childhood sweetheart, and a 
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mother was adopting her first child and was about to begin lolling her to sleep in a 

rocking chair every night. That was categorically not an end. 

I voiced this opinion to all my writer friends and badgered them until they agreed 

that the movie should have ended my way. The extent to which I enjoyed harping on 

about this topic was a big part of what made me take the plunge and enroll in the 

screenwriting program, in which case “Juno” helped me make my decision after all. 

Thus, it all began with a Regal Cinema’s movie chair. 

Just as the rocking chair was really a beginning in “Juno” and the desk chairs of 

graduate school were most certainly a beginning for me, this report marks the beginning 

of something for “Finishing School.” Simply writing this process paper has given me 

ideas for edits I want to make and scenes I want to rewrite. For example, I want to change 

the end so Leah is somehow able to take an active role in saving Wesley’s life, and I want 

to make the haunting rules clearer by reinserting a séance scene in the beginning of act 

two. I am sure these will not be the end of the changes I make to the script, and thanks to 

the myriad skills I gained in the program I will be able to keep examining “Finishing 

School” with a critical eye and making it as strong as possible before submitting it to 

screenplay competitions. 

“Finishing School” is also a beginning for me in the sense that it made me realize 

horror, thriller, and action are the genres in which I want to continue writing screenplays.  

It is my hope that every time I sit down to write a new script it will go progressively 

smoother as a result of the lessons I learned while writing “Finishing School.” It is also 

my hope that I will eventually write exposition-free scenes the first time around and will 
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be less stubborn about cutting thematic motifs that do not advance my plots; at the same 

time, however, I realize that if I improve in these areas new screenwriting battles will 

undoubtedly arise for me to fight. My greatest feat will nonetheless be keeping my butt in 

the chair long enough to write first drafts that I can then go back and rip to shreds, 

because screenwriting is all about rewriting, rewriting and rewriting some more. I know I 

will have to burn the midnight oil and squash many pressures and disappointments to 

make this happen, just as Virginia Woolf had to kill the angel in the house so she could 

stay in her writing chair, but—one darling and one ghost at a time—I am determined to 

keep growing as a writer until I actually make a living doing so. 

It all starts with the next draft of “Finishing School.” It all begins with my 

squeaky, imitation-Aeron desk chair. 
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Appendix A: Premise Pitch Outline 

 

REFORMATORIUM - ROUGH OUTLINE 

 
 Note: This outline is extremely vague and is intended only for purposes of 
pitching my screenplay premise to the Fall 2009 RTF 380M workshop. 
 
 
Catalyst: Wesley Spearman starts “going crazy” on her18th birthday. 10 minutes into the 
script, Dr. Sargesian urges her to temporarily enroll in his reform school for troubled 
girls. 
 
Act I Break: Wesley enrolls in the girl’s reform school. 
 
Page 33: Wesley learns she’s being haunted, not going crazy. 
 
Midpoint: Wesley finds old lobotomy equipment and learns her grandfather used to 
perform lobotomies there back when the reform school was a women’s psychiatric 
hospital. 
 
Page 55: Wesley learns the ghost’s identity—the ghost is a young woman her 
grandfather had an affair with and then lobotomized to cover up the scandal. 
 
Act II Break: Wesley witnesses Dr. Sargesian doing a lobotomy-type experiment on a 
reform school classmate. (This means the ghost has been trying to get Wesley to stop Dr. 
Sargesian all along.) 
 
Climax: Wesley escapes Dr. Sargesian’s chemical, modern-day lobotomy. 
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Appendix B: Rough Script Outline 

 

REFORMATORIUM OUTLINE 

 
The World of the Story 

The story takes place in present-day coastal Connecticut, in a wealthy suburb of 
sprawling colonial homes, yacht clubs, and men who take second wives. It is a place of 
madras-clad privilege that oozes old New England charm and propriety. Like all such 
towns, however, it has an eyesore people prefer not to talk about—the Hamilton Ridge 
Reform School for Girls. The school attracts girls from poorer areas of Connecticut and 
no one from the town would ever dream of attending the school—instead, Hamilton 
Ridge sits there on a cliff by the ocean as a reminder of what the local girls are not…That 
is, until Wesley Spellman enrolls at the school. 
 
Most scenes take place in Hamilton Ridge, a former women’s psychiatric hospital that 
was repurposed into a girls’ reform school in the 1970s. The school grounds consist of 
three gabled houses that are joined together by underground tunnels, and surrounded by 
woods and cliffs on either side. There is also a large, well-maintained barn on the 
premises, but no one knows what it’s used for. 
 

The Characters 
Wesley Spellman (18) – our protagonist whose goal is not only to be the first woman in 
her family to get into Yale University, but to be the first since her grandmother’s 
generation to live past age 18. She is a tough girl but is plagued by the fear that she will 
one day go insane like all the Spellman women—she wears a locket with her deceased 
mother and aunt’s pictures in it as a reminder to always stay strong, but this is not enough 
when she starts having scrambled thoughts and strange visions on her 18th birthday. She 
begins fearing the insanity lurking inside her more than she could fear any villain, and 
she worries that it will drive her to take her own life. As Wesley faces a ghost and a dark 
family secret, she goes from fearing the unknowable forces inside her to relying on her 
inner strength to save her life. 
 
Bartlett DeBauer Spellman (75) – Wesley’s grandfather, who’s also the head 
psychiatrist and founder of the Hamilton Ridge Reform School for Girls. He and Gran 
Spellman have raised Wesley since her mother’s teen pregnancy and subsequent suicide 
in 1992. He’s always been a good father figure to Wesley, but he’s a stickler for propriety 
and thinks women should know their place. Beyond his family’s view, of course, he 
conducts secret experiments at Hamilton Ridge in which he uses lobotomy technology to 
make girls hypersexual and docile. In his own twisted way, he thinks this is a great 
service to humankind. 



 38 

 
Susannah Nie (18 and dead) – the ghost of a young woman who Bartlett Spellman had 
an affair with in the 1960s and then lobotomized to keep quiet. Her rules: she can only 
haunt and be seen by Spellman girls once they turn 18 (the age Susannah was when she 
was lobotomized). She scrambles the thoughts of those she’s haunting, creating 
temporary hallucinations and symptoms of a lobotomy. Aside from the lobes of Spellman 
girls’ brains, Susannah cannot touch/move things in the natural world. Her motive is to 
get Wesley to stop the modern lobotomy experiments that Bartlett Spellman is currently 
performing at Hamilton Ridge. 
 
Trevor Ensley (18) – Wesley’s classmate from regular high school who acts as her tutor 
when she enrolls at Hamilton Ridge. He’s brooding, with the looks of someone who 
mows lawns instead of playing lacrosse, and is the kind of guy every girl secretly wishes 
would write them a love song. Because he’s from a much less privileged background than 
Wesley, they’ve never acted on the chemistry between them. 
 
Tessa Thomas (17) – Wesley’s roommate at Hamilton Ridge. Tessa has a sixth sense for 
the supernatural, and this is what made society think she needed reforming and got her 
put in Hamilton Ridge to begin with. She is a piano virtuoso, and has a budding romance 
with Jarrod, one of the orderlies. 
 
Ms. Klimt (45) – Wesley’s teacher and the chief residential counselor at Hamilton Ridge. 
She provides brief therapy sessions to the girls in between their visits to Dr. Spellman. 

 
ACT I 

 
Wesley and two other girls, each wearing plaid skirts and knee highs, lock field hockey 
sticks as they pass the grounds of Hamilton Ridge Reform School, making fun of the girls 
inside. 
 
After much teasing and lapsed time, the girls enter the ill-lit Spellman mansion. The 
house is creaky and Wesley thinks she sees fleeting figures in the shadows. 
 
As the girls huddle together, they finally hit a light switch to find the Spellman 
grandparents and a surprise birthday party waiting. 
 
Later, the grandparents go to bed, teens filter down to the beach to drink, and Wesley 
promises to join them after putting the cake away. 
 
Wesley opens the fridge to find a bloody chimpanzee head sliced down the center, 
perched on a good china plate and covered in saran wrap like a melon. She drops the cake 
in shock and slams the door, but when she peers into the fridge again the head is gone. 
 
Wesley joins her friends on the beach and runs into Trevor, who’s walking a bunch of 
neighbor’s dogs. The dogs go berserk when they see Wesley, and she confides in Trevor 



 39 

that she’s been feeling strange all day. She says she’s scared of going crazy and killing 
herself at 18 like her mom and aunt did. They almost kiss, but she shies away. 
 
On her way back to the house she sees a fleeting vision of a woman who looks like her 
aunt walking into the water. 
 
Next morning at school, Wesley checks her reflection in a bathroom mirror, sees a 
broken-off knife blade peeking out of her hairline and frantically tries to pull it out of her 
scalp. She passes out, only to come-to in a thick puddle of drool on the tile floor with her 
grandfather and principal looking down at her. 
 
Wesley immediately freaks out that “it’s happening” and she’s going crazy. Grandpa 
Spellman suggests she temporarily enroll at Hamilton Ridge so he can keep an eye on 
her, but she refuses, saying that would kill her social life and her chances of getting into 
Yale. 
 
Later, she’s heating up leftover party food for dinner and hears clacking rocks outside. 
She steps onto the deck only to find…Her dead aunt in a soaked dress, shoving one last 
rock into her stuffed pockets and beckoning Wesley toward the ocean with her finger. 
 
Wesley freaks, runs to her grandpa’s study and says she needs his help after all. 
 
Inciting Incident: Wesley enrolls at Hamilton Ridge Reform School. 
 
Progressive Complications: 
Ms. Klimt takes away Wesley’s shoelaces, papers, pens, razors, field hockey sticks, and 
all computerized devices. Wesley is scared of her surroundings and the extent to which 
Klimt means business, but she’s even more petrified of losing her mind and eventually 
being driven to suicide. 
 
Klimt puts Wesley on 24-hour watch, shows her to her room and introduces her to 
Jarrod—the cute orderly who will be keeping an eye on her. Her roommate is nowhere to 
be seen, but she meets two sedated girls who later get in a fistfight in the hall. 
 
She struggles to fall asleep that night to the sound of orgasmic screams from a 
neighboring room. Worried that they’re voices in her head, she asks Jarrod if he can hear 
the screams; he nods and says he’ll be right back. 
 
Wesley drifts off and wakes up to the faint sound of Rachmaninoff music. Jarrod isn’t 
back, so she follows the music down the hall into the basement. After some suspense, she 
finds Tessa down there playing the piano and learns that they’re roommates. Tessa can 
sense Wesley is creeped out, so she walks back to bed with her. 
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Wesley has therapy with Ms. Klimt after class the next morning. She explains the 
“hallucinations” she’s been having and Klimt details some medications Grandpa 
Spellman has prescribed for her, but Wesley refuses the drugs. 
 
Trevor visits the school to bring her missed homework and he says he’ll be her tutor. It’s 
clear her girlfriends shied away from this duty. Before he leaves, he tells her he doesn’t 
think she belongs there and she’s not crazy. 
 
That night, she hears the same moaning and Jarrod disappears. Then, she wakes up to the 
sound of soda shop music. She follows the music into the basement expecting to find 
Tessa, but instead sees… 
 
A jukebox all lit up and spasming with light. There’s a thud, and she sees a young woman 
who looks like her mother peering out from the glass base of the jukebox, bloody wrists 
pressed up against the glass. 
 
Tessa comes into the room and startles. She asks who’s there with Wesley. Trying to 
shake the vision, Wesley replies that no one else is there. Tessa closes her eyes and says 
to stop lying—she can sense there’s a ghost in the room with Wesley. Wesley accuses 
Tessa of being crazy like her, but Tessa says she can sense ghosts. (Turning point: the 
person Wesley has to fear isn’t herself—it’s a ghost.) 
 

ACT II 

 
Wesley goes to ask her grandfather for information about her mom and aunt’s deaths. As 
he talks about his daughters, framed photos of his wife around his office suddenly flip 
themselves over and shatter, the grapefruit in front of him turns into a chimpanzee head, 
and…A ghostly pale girl in 1960s garb rubs against the side of his armchair and drapes 
herself on Grandpa Spellman’s shoulders like a cat—this girl is neither Wesley’s aunt nor 
mother. 
 
Klimt calls Wesley into an emergency session after she freaks out in her grandfather’s 
office, and demands she start taking the anti-psychotics and anti depressants. Wesley 
pretends to take the pills, but throws them away. 
 
Wesley tells Trevor he was right that she’s not crazy—she’s being haunted but doesn’t 
know who the ghost is. She enlists him to research young women who died at Hamilton 
Ridge in the 1960s. 
 
Wesley and Tessa hold a séance to figure out who the ghost is, but they’re interrupted by 
Jarrod. As Tessa and Jarrod flirt, Wesley sneaks off a different way in the basement. The 
walls rattle all around her, orgasmic screams echo, and she tries to escape through a 
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series of locked, numbered doors. She finally gets through an unlocked door and finds an 
operating room filled with old medical equipment. 
 
In class the next morning, a random girl kisses and gropes Wesley. 
 
Trevor brings Wesley homework, with old newspaper articles about Hamilton Ridge 
hidden in the notebooks. They learn that the school used to be a mental hospital and 
psychosurgery center for women, but that not a single girl died there in the ‘60s. The 
thing is, many girls came into Hamilton ridge in the 1960s and didn’t come out until the 
‘80s and ‘90s…In body bags. Trevor wonders where the women were kept all that time, 
and Wesley says she knows. (The articles also show the hospital had strong connections 
to Yale, so Trevor agrees to investigate the university’s labs.) 
 
Wesley convinces a more-than-willing Tessa to seduce Jarrod and steal his skeleton key. 
While they’re getting it on, Wesley sneaks into the basement and unlocks the series of 
numbered doors. 
 
She finds frightening stains on the walls and cots, and there are hospital nightgowns with 
girls’ names sewn into them in all the rooms except one. That room has been wiped clear 
of all personal effects, but Wesley’s thoughts scramble like crazy in there. The 
floorboards splinter, chains appear, and wallpaper peels…Wesley notices a huge, stained 
bubble in the wallpaper and peels it back to find the journal of Susannah Nie. 
 
Midpoint: Wesley learns of Susannah’s affair with Grandpa Spellman and the attempted 
transorbital lobotomy on her. Journal entries say the lobotomy failed, and Susannah’s 
pretending it worked, but she thinks Bartlett Spellman is catching on and will lobotomize 
her again. That’s the last journal entry. 
 
The ghost of Susannah Nie (the same girl she saw in Grandpa Spellman’s office, except 
with a shaved head covered in stitches) appears in the cell-like room. Susannah falls head 
first onto Wesley, and Wesley feels like she’s suffocating. Wesley is now convinced that 
the ghost of Susannah Nie is out for revenge against her for her grandfather’s sins. She’s 
not sure how to stop the haunting, but she knows one thing: it’s only gotten worse since 
she came to Hamilton Ridge. 
 
Wesley finds a group of girls entangled in an orgy back at the main dorms, but ignores 
this and enlists Tessa to help her escape the school so she can get away from the ghost. 
Tessa tells Jarrod about the ghost and asks him to give Wesley a five-minute head start. 
 
Meanwhile, Trevor visits the old psychosurgery research labs at Yale. He explores the 
labs where James Watts first lobotomized chimpanzees in the 1930s, and learns of 
Grandpa Spellman’s connections with Watt’s disciples. He also talks with an emeritus 
professor who describes the “noble” way Spellman curtailed all his lobotomy research in 
the 70s and swore to help lobotomy victims and troubled girls across Connecticut with 
his new reform school. 
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Tessa helps Wesley find a way out of the dorm building and says goodbye. 
 
Wesley makes her way through the pitch-black wooded grounds, but Susannah Nie and 
Wesley’s dead relatives appear on the path at every turn. When Susannah’s ghost gives 
chase, Wesley hides in a hatch. The hatch leads to an underground tunnel, and Wesley 
follows it in hopes that it will take her away from the school. 
 
She climbs out of the tunnel and into the school’s barn only to find…Her grandfather 
performing a lobotomy on Tessa and Jarrod. Two other girls who’ve clearly just been 
lobotomized writhe on operating tables beside them. 
 
Grandpa Spellman convinces Wesley everything she’s seeing is in her head—after all, he 
says he knows she hasn’t been taking her medication. He restrains her and apologizes for 
not taking her seriously at first—he now realizes she truly is losing her mind, and assures 
her that he won’t let what happened to his daughters happen to her. 
 
After two weeks of taking her medication, being locked in a cell and forced to have daily 
visits with Klimt, she returns to the main part of the reform school. She has a new 
roommate who seems like she’s been living there for years, and although Wesley sees 
Susannah’s ghost constantly she tries to ignore her. 
 
Trevor comes to bring her homework/news of his visit to Yale, and asks where she’s been 
the past two months and where her old roommate is. She says it’s just been two weeks 
and her roommate’s been the same all along, right? He’s able to describe Tessa exactly, 
however, and this reveals to Wesley that all the stuff with her grandfather and the 
lobotomies really happened. **Somehow they learn Susannah’s ghost is good and she 
shows them Grandpa Spellman’s agenda of using lobotomy technology to create 
hypersexual human dolls, but I still haven’t figured out how to dramatize this.** 
 
Lowest point: Wesley is drugged and docile—in no condition to fight for her life, but 
that’s just what she’ll have to do. 
 

ACT III 

 
Crisis Continued: Wesley weans herself off the drugs and goes to beg her grandfather to 
let her go back to regular high school—her real plan is to go to the cops. She says the 
medication is really helping and she has stopped having the visions. He gets her 
contraband belongings out of storage, including her field hockey sticks, and brings them 
to her, but the fact that she’s no longer suffering from lithium shakes reveals to him that 
she’s not really on the medication and knows the truth. He calls in a zombified Jarrod to 
restrain her. 
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Climax: Grandpa Spellman lays Wesley out on an operating table and cuts an incision in 
her scalp to begin a lobotomy (twist in climax). He lobotomizes Trevor first, and, as he 
does this, the ghost reveals a nearby scalpel to Wesley. She uses it to escape her 
restraints. She kills both Klimt and Jarrod with sharp medical equipment. Then, she 
bashes in her grandfather’s head with a field hockey stick before he can perform the 
lobotomy on Trevor (or so she thinks). 
 
Resolution: She and Trevor call the cops, her grandpa (still alive but injured) is put 
behind bars. 
 
Wesley starts back at normal high school and visits Tessa in treatment—doctors say she 
could be back to her normal self eventually. Wesley gets accepted to Yale that night, and 
Trevor wants to sleep together to celebrate. He won’t take no for an answer, and that’s 
when Wesley realizes he’s lobotomized/hypersexual Trevor. She fights him off and has 
him committed to a psychiatric prison where he builds shrines to her. She decides to go to 
Brown instead of Yale. 

 
Theme 

As a character, Wesley personifies humankind’s ability to defy what society expects of us 
and even what our ancestors predetermine for us. Concurrently, Hamilton Ridge and the 
girls there show various attempts to defy society’s norms. The way in which Wesley 
overcomes her fears and becomes a tough bitch to be reckoned with also shows how 
unfounded her perception of herself as a weak girl is to begin with. Another strong theme 
is that of insanity and the issue of trust. Trust is a big deal for teenagers and an even 
bigger deal for teens diagnosed with mental issues, so the character of Grandpa Spellman 
fittingly raises the question of who’s really fit to say what’s crazy and what’s sane. Thus, 
Grandpa Spellman’s mission to lobotomize and re-form girls as hypersexual human dolls 
illustrates the scary power that mental health professionals have to “heal” people in 
improper/unethical ways. 
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Appendix C: Beat Outline 
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Appendix D: Rewriting Outline for Third Draft 

 

FINISHING SCHOOL REWRITE PLAN – FEBRUARY 2010 

 

The Story: This is a story about a girl who wants to be the first woman in her family to 
live past the age of 18. She struggles to fit in at a new private school, but as she digs 
deeper into her cousin's suicide and begins having 'psychotic' episodes of her own, she 
realizes that she's being haunted by her family's dark history...The history of lobotomies 
and mid-century women’s mental health care. 

 

Sequence 1: Displacement and Investigating Julia 

• Julia kills herself with an ice pick. 
• Wesley moves in with her grandparents. 
• She's an outcast at this perfect school...There is an oppressive atmosphere about 

what a girl should be like at the school and in the world. She feels very out of 
place…and to top this off, she’s having visions of Julia’s suicide. 

• She investigates Julia's death...in part, to connect herself to her life back on the 
farm. 

• She looks into the things that Julia was looking into before her death 
• She contacts her uncle and he plants seeds that his mother (Rose) is up to 

something. He apologizes for sending her to the school. (Maybe there's a 
memorial service for Julia, and she sees him there. Or, maybe she runs into him at 
Julia's grave.) 

• Page 12: Wesley learns her mom and aunt committed suicide on their 18th 
birthdays, just like Julia. 

 

Sequence 2: Wesley sees the girl in the white dress 

• The haunting visions about Julia’s suicide get worse. (Note to myself: Wesley 
keeps seeing Julia painting her nails while reading obituaries...There is something 
about this that grates on Wesley.) 

• Meanwhile, Rose starts planning an elaborate 18th birthday party for Wesley. 
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• Wesley decides to focus her efforts on fitting in at school, goes to Tessa’s party, 
but proceeds to have visions on the beach. 

• The meet cute with Trevor on the beach will be similar, but beforehand Wesley 
will think she hears a crying baby out in the ocean before she sees Susannah’s 
white dress. 

• Wesley sees her grandfather for psychiatric help and looks into her relatives’ 18-
year-old suicides while she’s there. 

• Wesley sees the girl putting the rocks in her pockets outside the kitchen window. 
• She demands her grandfather put her on drugs, but when he doesn’t, she digs in 

his files and finds info about her mom and aunt. 
• Turning Point 1: Wesley learns her mom saw the same girl in the wet dress. 

Sequence 3: Ghosts and Asylums 

• Thanks to her grandfather’s files, Wesley tracks down her father, who’s a cop in 
town. He’s suspicious of Rose—says she tried to drown her daughters when they 
were babies…and that she smothered them the rest of their lives. 

• While in town, Wesley goes into a new-age bookshop, where it turns out Trevor’s 
mom works. Trevor and his mother help Wesley do a séance or some other kind 
of ritual—his mom tells Wesley that her soul isn’t long for this world. She also 
says something about womanhood that makes Wesley think Rose is behind her 
family’s curse. 

• Trevor, a bit embarrassed of his mom, takes Wesley home. There they discover 
the old operating rooms. 

• Page 36: Wesley learns the school was once an asylum for women 
 
Sequence 4: A Family History of Lobotomies 
 

• Wesley, Trevor and Tessa go to the town archives. They learn about the 
lobotomies performed at the hospital. And about how most of them were to treat 
post-partum depression (what Rose suffered from). 

• Reluctantly, Wesley gets her dad to track down Victoria Mason. 
• The teens visit Victoria and learn the ghost’s identity: Susannah Nie. 
• Wesley explores the underground rooms and finds Susannah’s corpse. She finds 

out from Susannah’s journal (too much paper?) that Rose was lobotomized, and 
for all she knows is a homicidal zombie. 

• Midpoint: Learns about Bartlett's affair...She realizes how heartbroken Rose is 
and thinks Rose killed Susannah, which is driving the haunting. 

 
Sequence 5: A Smothering Grandmother 
 

• Rose tracks Wesley down and scolds her for missing school. Wesley is 
thoroughly creeped out by her grandma now, and runs away from her. 
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• Wesley has some severe visions after she leaves her grandmother. 
• Rose eventually grounds Wesley and forces her to party plan with her (in a really 

creepy way). Maybe this is where Wesley realizes that Rose was lobotomized & 
that Susannah was lobotomized as well. 

• When Tessa comes to visit Wesley, she is dragged away and leaves a bloody trail. 
• Wesley investigates, blaming her grandmother/the ghost, but finds Tessa being 

lobotomized. 
• As she tries to stop Bartlett from lobotomizing Tessa she starts putting together 

information about the testosterone shots, etc. 
 
Sequence 6: Double Blind 
 

• Grandpa Spellman convinces Wesley that the lobotomies and Tessa are all in her 
mind. 

• Lots of the same is she crazy or isn’t she while Wesley is on bed rest. 
• Rose throws a lavish 18th birthday party at the house, where Wesley keeps having 

visions of Tessa. 
• Trevor sneaks into the party and they both see Tessa (and her stitches). 
• Wesley sees Tessa was really lobotomized…She’s not crazy, but she’s up against 

a monster who’s also her grandfather. 
 
Sequence 7: Countdown to 18 
 

• Wesley, Tessa and Trevor track down the underground surgery room. 
• They discover the system used to lobotomize all girls before they graduate from 

the school. 
• Bartlett and Rose catch them and tie them all down to the operating tables. 
• Wesley narrowly gets away. She does something sneaky and smart to get the cops 

there. 
• Bartlett is arrested and Rose is taken in by a social worker. 
• Wesley has a bit of a breather, thinking the haunting is over. 

 
Sequence 8: A Watery Grave 
 

• Wesley turns 18 for real, has an intimate party with Trevor, but when she blows 
the candles out she still has the visions. In fact, they’re worse. 

• She goes to her dad at the police station and demands to see the files of her 
mother and aunt’s suicides. She learns they were trying to lobotomize themselves 
to get rid of Susannah. 

• She gets herself locked up with Bartlett so she can convince him to lobotomize 
her. 

• She kills Bartlett instead. 
• She walks him out into the ocean and buries him with Susannah. 
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• Wesley takes her GED and decides to go to Brown instead of Yale. She and 
Trevor seem like they’re in a relationship. 

 
 
Things the script needs (a.k.a., notes beneath the notes to address in this draft): 
 

• A red herring 
• A clear set of rules for the ghost 
• Clarity about why the ghost haunts girls at age 18 
• A clear motivation and end game for the ghost 
• A clear end game for Bartlett 
• Rose 's background and involvement with the lobotomies 
• Some info about the dad and Laura's teen pregnancy 
• A smarter doling out of what we know when 
• A more believable mind fuck—Bartlett will drug her and she’ll start seeing the 

lobotomy room as empty (without Tessa laid out in it) 
• Less appearances of the ghost and more scares with creepy imagery that don’t 

rely on Susannah 
• A more unified group of teens (i.e., how does Trevor bring something to the table 

that TESSA doesn’t and visa versa?) 
• A satisfying ending where Wesley has to work harder to get what she wants 
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Appendix E: Second-Half Rewrite Outline for Sixth Draft 

 
Second-Half Rewrite Outline for Draft 6 

 
Sequence 5: 
 

• Midpoint: Grace has bandages on her head, but Mr. Ray and Rose cover it up. 
• Wesley seduces Trevor to get the basement key. 
• Wesley and Leah search for Grace in the tunnels, but find room #18 locked. 
• Wesley falls through a ceiling tile onto a pile of Susannah’s red hair. She learns 

Susannah’s identity and discovers that she was in love with her grandfather (the 
walls of Room 18 are covered in bloody love letters to Bartlett). 

• Wesley breaks down the door to get to Leah, but-- 
• Leah is taken from the tunnels (there are mild scratches on the walls to indicate 

struggle). 
 
Sequence 6: 
 

• Wesley goes to Leah’s house to check on her, and Leah’s parents seem suspicious 
• Wesley goes home and has nightmares in which Susannah’s ghost shaves her 

head. She wakes up with a shaven head. 
• Grace is back in school the next day, acting weird and not gushing over Mr. Ray. 

She’s also covered in makeup with a big headband, which leads Wesley to Rose. 
• Wesley walks in on Rose giving new parents a sales pitch about the school. She 

finds Leah’s purse in Rose’s desk drawer. 
• Wesley searches for Leah in the tunnels by the sound of her phone. 
• She finds the stitch-covered girls, and sees Leah on operating table with her head 

cut open. 
• Wesley gets tied up herself. This is her lowest point. 

 
Sequence 7: 
 

• Wesley wakes up with one more day until her birthday. 
• She sees Bartlett cutting Margot’s nails, which is the creepiest she has seen him to 

date. 
• Wesley escapes restraints (uses scalpel) and knocks Bartlett out with a sizzling 

surgical lamp. 
• She forces Trevor to stitch Leah back up. She then ties him in a straight jacket. 
• Attempted bus escape and sedating Bartlett. 
• Wesley drives the Aston to the hospital. 
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Reel 8: 
 

• False happy ending with Wesley rushing Leah into the hospital. 
• Ghost rears her head again while in the ER waiting room, just after checking in 

with Leah’s doctors. (Wesley sees Susannah or a sign of her and she starts 
bleeding profusely from her hairline.) 

• Wesley realizes that the ghost is going to lobotomize her if she does not go back 
to Channing and free the other girls from Bartlett’s lab. (She articulates this to 
Leah.) 

• Wesley begs Bartlett to let the stitch-covered girls go. 
• She learns of Rose’s lobotomy and selfish agenda, while Susannah threatens 

Wesley with a knife. 
• Margot kills Bartlett through his eye socket with nail clippers. 
• Susannah eases up on Wesley when Bartlett dies. She goes to him and kisses his 

corpse in a smattering of sparks. We flash to Susannah’s death on his operating 
table, and Bartlett’s attempts to revive her years ago. 

• Real happy ending with Leah and the happy-birthday muffin at the hospital. 
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Appendix F: Ghost and Ocean Scare from Third Draft 
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Appendix G: Electrode and Scalp Scare from Sixth Draft 
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