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Abstract 

 

Yvonne & Clyde 

 

Benjamin Garrett Slamka, M.F.A. 

The University of Texas at Austin, 2012 

 

Supervisor:  Richard M. Lewis 

 

The following report describes the conception, pre-production, production, and 

post-production of the short film Yvonne & Clyde.  Set in present day South East Texas, 

the film was shot in the Texas gulf towns of Bayside, Aransas Pass, and Port Aransas.  

The film follows the journey of the same two small time crooks named in its title as they 

drive towards the coast to extort money from an estranged relative. It’s an atmospheric 

piece centered on tone, setting, character, and performance rather than plot. It is a 

glimpse into the lives of these two long time friends on the last hundred or so miles of the 

trip. The majority of the writing contained in the report is a first-person narrative 

detailing the process of the film’s creation from its early genesis through to principal 

photography and into post-production. Included in the report is an early draft of the 

script.
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INTRODUCTION 

What you are about to read is my attempt to accurately recount the process involved in 

the creation of my thesis film Yvonne & Clyde. Some of the names have been 

purposefully left out at the request of the individuals involved. 

GENESIS 

The characters Yvonne and Clyde first appeared in a short script I wrote during my first 

year of grad school at The University of Texas at Austin.  The script titled Bifurcation is 

about a failing writer named Ray with a gambling problem. Bifurcation is set in a surreal 

place, an urban wasteland where the paranormal is commonplace. It is a world partly 

inspired by David Lynch's film Eraserhead (1977) and David Cronenberg's depiction of 

Interzone in his screen adaptation of William Burroughs’s book Naked Lunch.   

In the script the protagonist Ray has amassed a large gambling debt and has found 

himself in the pocket of two local loan sharks named Yvonne and Clyde.   

Yvonne is a six and half foot tall muscular black drag queen and Clyde is an out of shape, 

over the hill member of a fictitious biker gang, something like The Hell’s Angels. I like 

the idea of this odd couple as pair charismatic and threatening villains. Yvonne was more 

of a "Frank Booth" type character from David Lynch's film Blue Velvet (1986). She is 

quick witted and capable of extreme acts of violence. Clyde is her silent right-hand man.  

He just does what Yvonne asks, speaks in one word sentences like "go" and "move."  
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They cruise around their fictitious urban industrial setting in an old purple Cadillac 

Eldorado. 

In work-shopping Bifurcation I find Yvonne and Clyde are more interesting characters 

than the protagonist Raymond. I pack the script away but I know I need to keep the 

Yvonne and Clyde around for another story. They are just too good to let disappear.   

In the fall of 2009 I take a feature screenwriting class at UT. I end up writing a short 

feature script running around seventy-eight pages. The script's working title is Bedouin, 

named after the nomadic Arab tribes of the Middle East. I choose the title for its 

suggestion of family loyalty. In the film Yvonne, Clyde, and Clyde’s estranged son form 

a makeshift family unit on the road to Mexico. Bedouin is more of an exploitation style 

grindhouse style action film with Yvonne and Clyde as the protagonists. It’s a road film 

where the pair is hired by a mob boss to travel to Nogales, Mexico on the Arizona 

Mexico border to kill the leader of a drug manufacturing death cult. 

I change Yvonne from a rather physically imposing black drag queen to a pre-op 

transsexual assassin that used to go by the name of Victor Obregon. Victor at one time 

worked as a covert operative in Central and South America for CIA. He is involved in 

anything from training rebel forces, coups, rigging elections, to assassination by proxy. 

After years of loyal service, the CIA no longer needs Victor and decides he is a loose 

end. In a botched attempt at taking Victor’s life they end up killing Victor’s family 

instead. Victor has a secret he holds closer than his work for the CIA. Victor wants to be 
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a woman. After the murder of his family he decides to disappear into the American 

Southwest, to begin his transformation to Yvonne. 

Clyde’s character doesn’t receive an overhaul like Yvonne’s. Although his biker 

appearance would dictate otherwise Clyde is an accomplished chemist. Clyde initially 

works in the legal manufacture of explosives for a demolition company in Detroit.  

Although the job pays well Clyde wants more money. A local biker gang recruits Clyde 

to synthesize crystal methamphetamine. Clyde is paid handsomely and embraces the gang 

and the biker lifestyle. He marries and fathers a child. His wife gets on hooked on the 

same drugs he is paid to make. Her addiction leads to a fatal overdose. Clyde’s son 

moves in with his Aunt in New Mexico, blaming Clyde for his mother’s death. After 

loosing his wife and son Clyde turns his back on the gang.  He disappears out west.  

Yvonne and Clyde meet in a western city where they both are employed by a Dominican 

gangster name Tracy. Tracy owns a gentleman’s club that works as a front for his more 

illegitimate dealings.  Clyde heads security for Tracy’s club and Yvonne works as a hired 

gun Tracy often uses to assassinate rivals. After a nasty shootout at Tracy’s club by a two 

members of a narco-gang death cult, Clyde and Yvonne are sent on a trip to Nogales, 

Mexico to dispatch the gang’s leader and neutralize the threat.   

The script definitely needs rewriting but the bones are there. At the time I have no 

thoughts of actually having it produced. Factory explosions, helicopters, gunfights, and 

car chases are inexpensive to write, but actually making them happen on screen is another 
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story. It was a fun script to write though and I consider finding a more financially feasible 

story to produce with Yvonne and Clyde in the picture. 

At the end of my second year of grad school I write a treatment for a short called A 

Sordid Flavor. The treatment is an early idea for what I think will be my thesis film. It is 

a page one rewrite of Bifurcation with the same characters but a more absurdist slant. It’s 

set in a dystopian world where a fundamentalist dictator rules the country. Ray again is 

the protagonist with Yvonne and Clyde as his adversaries. The treatment culminates with 

a bizarre scene at a surreal café where you can find dictators like Idi Amin and Pol Pot at 

one table, and the French sculptor Auguste Rodin at the next. From a production design 

standpoint I still see it as too costly of a spectacle, plus it is a convoluted story. It never 

goes past treatment stage. I abandon the idea.  

I spend the following summer reading and searching for a new story to tell. I pick up a 

book by the author Cormac McCarthy called Child of God. The book tells the story of the 

misanthrope Lester Ballard. It’s set in Sevier County, Tennessee. Ballard is a creature of 

circumstance, without a living family or home. As the story progresses Lester descends 

into madness turning to murder, pedophilia and necrophilia. He is hunted by authorities 

and takes refuge in dank caves in the backwoods of Tennessee. Despite Lester’s 

abhorrent behavior Cormac manages to humanize him to the point where he gains 

empathy from me as a reader. I see this as no small feat for a writer to accomplish.  Child 

of God becomes the inspiration for another prospective thesis film titled The Heart is a 
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Lonely Hunter. I want to write a script with a character that, despite the horrible things he 

does, manages to gain the audiences empathy.   

The Heart is a Lonely Hunter or in earlier versions The River is about a divorced hermit 

name Averell Reese. The story opens with Averell finding beautiful nude girl on the cold 

riverbank in backwoods of Texas. The girl is nearly catatonic. He brings her home to take 

care of her but soon finds she is harboring a massive parasite. This parasite lives inside a 

person like a hermit crab lives in a shell. As the creature grows the host eventually 

becomes too small and it has to abandon it to find a new one, but the process of the 

transition kills the former host. This parasite emerges from the girl and takes refuge in the 

attic of Averell’s cabin. He forms an unusual relationship with the creature and goes on to 

use the parasite to exact revenge on his ex-wife’s new husband. All of this is done with 

the hope of rekindling his relationship with his ex-wife Nadine. Of course Averell’s good 

intentions betray him and he fails at regaining Nadine’s affections.  He is left alone in the 

cabin with this hungry dangerous creature tucked away in the attic. 

I am happy with the story and actually moved into the early stages of pre-production with 

it. I find a producer and even put together a prospectus for the project. I compile an 

accurate budget and shortly thereafter began to rethink making the film at all. I have 

experience in fabrication and practical special effects and I am a firm believer in doing 

special effects in camera. I don’t have a post visual effects background and overall I don’t 
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think computer generated effects hold up on screen. If I can’t afford to do it in camera I 

don’t see the point in doing it at all, and the effects I want in the film are just too costly. 

The film’s cash budget excluding in-kind contributions lands at around eighteen thousand 

dollars. I can’t justify spending eighteen thousand dollars on a short film. I know I have 

to change my approach if I am going to make my thesis film work. If I want to continue 

to create work independently I need to make work that is more practical financially, 

especially when making short films. I need to make films that rely more so on 

performance, story, and existing locations than practical special effects and spectacle.  

Initially I attempt to do a page one rewrite of The Heart is a Lonely Hunter setting it in 

town and during the present day. After a few unsuccessful drafts I decide to ditch the 

effort. 

Although I have the characters Yvonne and Clyde tucked away waiting to be put in a 

film, I haven’t committed to putting them on screen yet. I am going through a crisis in my 

personal life and have become obsessed with my own psychology. I think at the time I 

need to turn this experience into my thesis. Through some of my own research I discover 

a phenomenon known as Amygdala Hijack. Essentially this happens when a seemingly 

benign or inconsequential bit of stimuli elicits a response that is emotionally out of 

proportion with the event itself. The threat is magnified in the mind of the person 

experiencing it. I have experience with this first hand and want to construct a narrative 

that will properly and succinctly illustrate this phenomenon in compelling fashion. The 
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result of my endeavor is a convoluted and rather obtuse script titled Amygdala Hijack.  

Without launching into detail the script is a vague visualization of my own neurosis 

poured out onto eleven pages. I only send the first draft to two people and the notes I 

receive back are minimal and not very useful. It is a hard script to critique as it isn’t a 

story. Although it is ineffective as a thesis script it is important to the process of writing 

Yvonne & Clyde. It is a creative block I need to get out of my system.   

In the fall of 2011, Pedro Almodóvar’s film The Skin I live In is released in the U.S.  I am 

familiar with his name but have never seen any of his films. The trailer hints that the film 

possesses a body horror aspect. A writer friend of mine recommends I see the film. After 

another Sunday spent in an unproductive writing session I decide to see the film. The 

protagonist is a beautiful woman held captive by a brilliant surgeon. She is kept under 

lock and key and closely guarded by the surgeon, his maid, and an elaborate CCTV 

system. As the film progresses we find out the surgeon’s daughter was raped and later 

committed suicide. The surgeon’s wife died years earlier in a fire. The loss of his wife 

and his daughter’s suicide drives the surgeon to abduct his daughter’s rapist. All of this is 

shown retroactively slowly revealing that the protagonist was once the man that raped the 

surgeon’s daughter. I am interested on how the film works on me. This revelation 

challenges the way I view the protagonist for the rest of the film.  Even though it is a 

work of fiction, and the actor playing the captive woman is very much a biological 

woman, this reveal creates a cognitive dissonance within me. It is a refreshing and 
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compelling film. It is the final push I need to make a film with the characters Yvonne and 

Clyde. 

All of the Yvonne and Clyde iterations I have created prior are too baroque. They’re too 

over the top and their stories are much too violent and exploitative. I need to revamp the 

characters and bring them down to earth for story and budgetary reasons. I don’t yet 

know what that will look like.   

I originally picture the events of this new film in West Texas. I want to go to Marfa and 

think to use the production as a reason to travel there. A fellow grad student, Anand 

Modi, suggests I look to East Texas as a destination to set the film. He mentions the 

coastal downs of Galveston or Corpus Christi. I travelled out to South Padre Island and 

Port Aransas on a fishing trip in July of 2009. Despite being mid summer, these beach 

towns feel desolate. When I was there in 2009 I was reminded of Jim Jarmusch’s film 

Stranger Than Paradaise (1984). The desolate beach towns setting coupled with Jim 

Jarmusch’s hip lo-fi filmmaking approach are what informed the tone and style of my 

thesis film Yvonne & Clyde. 

For my thesis film Yvonne and Clyde change from trained experts in assassination and 

demolition to small time crooks, and petty thieves. In the world of the story Yvonne used 

to be named Victor and Clyde is his best friend. Somewhere along the way Victor 

confesses to Clyde that he no longer wanted to live as a man. Victor tells Clyde that he 

has always wanted to live as a woman and has always identified himself as a woman in 
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secret. Clyde doesn’t take the news well. He and Victor become estranged, and Victor 

goes on to begin his life as Yvonne, with hopes of eventually receiving sexual 

reassignment surgery. After a few months apart Yvonne reaches to Clyde for help in 

gathering the remaining funds needed to pay for the procedure. Clyde agrees to help 

Yvonne and the film opens with the pair in Clyde’s car after traveling for some time.  

Their destination is the home of Averell Reese. Averell Reese is Victor’s estranged uncle 

that lives alone in a beach house in Port Aransas. When Yvonne was Victor, she suffered 

some abuse at the hands of Averell. She has something in her possession she can use to 

get the remaining money for her surgery.  

I want to take a different approach in making the film. Although the film is highly 

stylized I want it to feel naturalistic, as if we’re just joining these characters on the last 

hundred miles of their journey. I’m not concerned with causality or plot. I want the 

dialogue and actions of the Yvonne and Clyde to give the audience a hint of Yvonne and 

Clyde’s relationship and their past. I want the destination to be a surprise, and Yvonne’s 

relation to Averell to be the reveal in the end.     
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PRE-PRODUCTION 

In mid-January I make the initial trip out to Port Aransas with my friend and fellow 

graduate student Jesse Klein. I don’t really have anything lined up for the initial trip.  I 

don’t have a plan. The only contact I make with the island prior to the trip is two phone 

calls to two different hotels to double check when the spring breakers show up in March 

and when the room rates increase.  

We leave Austin at around 2PM and get into Port Aransas just before dusk. There isn’t 

much to be done that evening. It is a Friday and the island is like a ghost town. We have 

dinner at a small restaurant called The Crazy Cajun, have a few beers and walk back to 

the hotel. We spend the night in our hotel room watching 500 Days of Summer (2009) in 

our underwear drinking cheap Mexican beer. 

The morning is spent driving around the island taking photos of locations and writing 

down phone numbers posted on “for rent” signs. I meet a fisherman on the island and we 

exchange email addresses. He lives in a small cottage near the beach and is very 

knowledgeable in the subject of the Island’s history. I am initially interested in shooting 

in his cottage and just happened to be snapping a photo of it when he returns from a day 

on the water. He suggests I check out a set of cottages that are the oldest freestanding 

structures on the island. A large hurricane ripped through Port Aransas in 1919 and these 

cottages are some of the only structures that predate the storm.  
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The cottages are located in what is referred to as “Old Port A.” They look perfect. I leave 

Jesse in the car to explore the cottages and see if I can talk to the people that rent them 

out to visitors. The office was dark but there are living quarters built above it. A set of 

creaky half rotten wooden steps take me up to a shoddy screen door. The smell of cat 

urine is nearly overpowering. I knock on the door and an old woman hobbles up to 

answer it. She isn’t exactly keen on allowing a film to be shot on her property. She eyes 

me suspiciously, asks me if I am filming already. I have an old DSLR in my hand with 

the lens cap on. I assure her that we were not filming anything and she tells me to leave 

or she will call the constable.   

The experience with the old woman is not indicative of the attitude of the rest of the 

islanders. I find the people of Port Aransas to be very helpful even generous with their 

time and resources. Just before we jump on the ferry to the mainland I stop into a 

realtor’s office in “Old Port A.” I meet a woman named Del who becomes one of our 

greatest resources in getting acquainted with the locals around the island.   

On the way back to Austin I am convinced I could have made better use of the trip. Jesse 

assures me we have done everything we need for our first venture. He is right.  

These are still the very early days of the pre-production. At this time I didn’t have any 

crew or even a finalized script. It is just the beginning. 
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Official preproduction for Yvonne and Clyde begins just 31 days before principal 

photography, with our first day of shooting scheduled for March 3rd of 2012 in the quiet 

beach town of Port Aransas. I secure Jo Huang, a fellow graduate of the Radio Television 

and Film program at The University of Texas, to produce. Amy Bench who is also a 

graduate of the program signs on as the director of photography. I have worked with Amy 

and Jo previously on my pre-thesis film Aphasia (2010). The film won’t be possible 

without them.   

I choose a digital format for principal photography. Shooting digitally frees up money in 

the budget and the savings will be best spent on casting. I hire local casting director 

Vicky Boone for three full day sessions to cast for five roles. The money is well spent but 

the process proves to be very difficult still.   

I want to remain open to both men and women for the role of Yvonne. Often I have an 

actor read for Yvonne and then have them stick around to read for Clyde as well. I try to 

remain open to both men and women for the role of Yvonne. I also actively search out 

transgendered actors and performers for the role. There is a draft of the script where 

Yvonne’s pre-op condition is used as a reveal halfway through the story. To pull this off 

I’ll cast a woman or ideally a beautiful and convincing transsexual for the role but finding 

the right person transgendered or female proves to be hard. I decide to cast a man for the 

role of Yvonne. It is the right choice. To cast a biological woman in the role of Yvonne 
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wouldn’t be true to the character and I can’t find a trans woman with the looks and acting 

ability to play the part. I’m sure she’s out there. Maybe I’ll find her for the feature.   

It turns out we have more issues finding talent for the Clyde, Averell, and Rory 

characters. I have to recast Clyde twice, Averell twice, and Rory three times before 

arriving at my final locked cast. The clock is running and we are down to the wire by the 

time we get to principal photography. I hold no rehearsals prior to shooting, save for a 

quick one at night before our first day of principal. 

In the midst of our casting difficulties Jo and I make a second trip out to Port Aransas to 

investigate lodging options, secure locations, and to meet with realtors and a 

representative from the island’s chamber of commerce. My first choice actor for Clyde 

has to pull out of the project right before we leave on the trip. My spirits are down as we 

leave Austin in mid February, just a few weeks away from our March 2nd date. The trip is 

an absolute success. We lock down all of our locations, and also meet a very generous 

Austin woman. She gives us permission to stay for three days in one of her beach houses 

and shoot in another one located on the water just across the street. Her generosity saves 

the production a few thousand dollars. It turns out her family owns the farm that Tobe 

Hooper shot The Texas Chainsaw Massacre (1974) on, and she alleges her family let 

Hooper and the crew use the property free of charge. 

The last few weeks leading up to principal photography are fraught with more casting 

problems. Vicky Boone comes to the rescue and we end up getting all the roles cast and 
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locked. The crew grid also fills out significantly. As with the casting we experience some 

issues finding a gaffer to sign on to the project full time. In the end we promote our key 

grip to gaffer for the last two days of the shoot. We schedule the heavy days for March 3rd 

and 4th leaving the lighter days for the 5th and 6th.    
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PRODUCTION 

We check out our film equipment on the morning of March 1st. After a few hours spent 

running last minute production related errands around town, Amy Bench the 

cinematographer, Emmitt Kerr-Perkinson the key grip, and myself head out early for Port 

Aransas. We decide to get out there ahead of the rest of the crew so we can spend the 

following day to tech scout and plan for our first day of shooting on the March 3rd. 

It is a rough time getting out of town but eventually we’re heading east on IH-183 

towards Port Aransas. We stop in Refugio for a quick bite then back on the road. We 

choose to drive the gear truck out just in case so we can stage equipment in some of the 

secure locations if we need to.   

We drive into Port Aransas just before sundown. After showering and grabbing dinner we 

settle down to sleep in our benefactor’s beach house. In the morning we hit each location 

starting in town and working our way out. There is a thick fog rolling in from the bay. 

The beach house across the street is up first. The place is already dressed and ready for us 

to film, it is regularly used by our benefactor’s family. Emmitt brings a tape measure to 

find out how much ND we’ll need to put on the windows for our interiors. The sun is 

bright once the fog burns off, and we don’t want the exteriors to blow out while shooting 

indoors.   
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Amy and I create storyboards with her DSLR. Although I have taken photos of each 

location in the previous trip, this is Amy’s first time seeing any of the locales in person. I 

tell Amy I want a cap on the maximum number of shots we can use to shoot a scene.  

When we walk into a location we have a maximum of five set-ups per scene. This limit 

includes inserts as well. We talk discuss the feasibility of the shots we want and the 

efficacy of the shots in telling the story. We do this at each location.  

We have a location in Bayside just outside of Port Aransas. It’s a home and bait shop 

owned by a man named Deke. Both the bait shop and the house are side by side next to a 

brackish bay channel. Deke meets us and shows us around. Amy and I take more photos 

as Emmitt investigates the available power resources for lights. We have a small budget 

but will rent a generator if necessary. It appears we will be able to make it without one.  

Salt-water mosquitoes are everywhere. They’re big and they’re everywhere. I’m taking 

some stills behind the bait shop by the boat launch and Emmitt points at my leg. I look 

down at my shin and it’s covered with them. We’re going to shoot at the bait shop and 

house on day 3 of the production. Although I don’t express it outright I’m very concerned 

for the comfort of the cast and crew while we’re here. When I get back to the car I call Jo 

Huang. I tell her to load up on insect repellant for the cast and crew.   

That evening back at the beach house headquarters the cast and crew slowly arrive.  

Finally my actors start to trickle in. Larry Jack Dotson plays Averell. He drives in early to 

spend some time on the beach. Devin Bonnée plays Yvonne. He gets stuck in Los 
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Angeles after attending the premiere of a feature he starred in.  He ends up getting a flight 

into Houston and our gaffer Ben Oliver picks him up and brings him out to Port Aransas.  

Ben just happened to be wrapping up a production in Houston. It isn’t out of his way to 

pick up Devin. Jonathan Brooks plays Clyde and arrives last. Jo helps them all get 

checked into their hotels.   

The picture car arrives. Jo Huang has procured a 72’ Dodge Dart Demon. It’s a beautiful 

muscle car and not very common. The owner is a young man from Austin. He brings his 

best friend with him and they both are very difficult to deal with already. They want their 

own room and payment up front. We need this car so Jo and I deal with them as best we 

can. They become a nuisance from time to time during the shoot but overall they’re 

nothing we can’t deal with. 

We eat dinner and I’m already nervous for the next days shoot. Jesse Klein urges me to 

go spend some time with my actors. I head over to their hotel to do a quick rehearsal and 

to talk with them about the next days work. They are all very supportive. I’m relieved.   

DAY ONE OF PRINCIPAL PHOTOGRAPHY 

Our first shot of the production is a wide shot of the picture car rolling into the driveway 

of the beach house. We do a few different options and move on. I let the owner of picture 

car and his friend off for the rest of the day. We don’t need them on set. We move to 

shoot a scene that takes place on Averell’s porch. Yvonne and Clyde get into an argument 
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just outside Averell’s door and it results in Yvonne planting a kiss on Clyde. I run the 

scene and we decide to shoot on the rehearsals. We shoot the wide a total of thirteen 

times from top to bottom. Devin and Jonathan do well despite meeting one another only 9 

hours before. We are close to wrapping the scene on the porch when the call for lunch is 

made. We’re close to finishing and instead of breaking up the momentum I decide to 

keep shooting to wrap the scene. This is a mistake. The scene takes longer than expected 

and the cast and crew start to lose focus, myself included. I regret my decision but we 

wrap the scene and break for lunch. 

After giving the cast and crew time to eat I apologize for the late lunch and promise them 

no matter what the situation is we will have lunch on time exactly six hours from call 

time every day of the shoot. They are all very understanding and assure me it isn’t an 

issue. 

We move to the interior of the beach house location. Unfortunately Larry Jack receives 

an earlier draft of the script on accident. The scene has received some significant 

rewriting and I can tell he is upset. I apologize too much for the mishap. Larry is patient 

and we make the best of it. The scene runs without a hitch. 

The first day goes well and we wrap just before sundown. Spirits are high. After dinner I 

go out in the picture car with our gaffer Ben Oliver and Amy to search for suitable roads 

for the next day’s car mount scenes. The road can’t be too bumpy or the camera will 

shake, it also shouldn’t be a busy road for safety reasons. We find a stretch of road we 
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think will work. I want to shoot on a stretch of road on the mainland but I’m persuaded to 

keep the shoot on the island in order to spare us unnecessary travel time. The next day is 

the most trying day of the shoot.     

 

DAY TWO OF PRINCIPAL PHOTOGRAPHY 

On the morning of March 4th we all meet up on time at a designated staging area off the 

stretch of road we are to shoot on. Larry Jack Dotson picture wrapped the day before. He 

eats breakfast with the crew and heads back to Dallas. Jo Huang stays behind to move all 

of the crews’ belongings from the beach house into the motel we’ll be staying in for the 

remainder of the shoot. Ben Oliver assembles the car mount while I rehearse with the 

actors. The picture car is too small to hold both myself and a sound person so I will be 

directing and recording sound simultaneously. We use a car to lead and a car to follow 

with the picture car in between. It’s a Sunday and the traffic is worse than we anticipated.  

Jonathan is driving in the scene and I can tell he is concerned about the safety of the 

crew. Camera department is in the lead car and between takes we pull over on the 

shoulder and Amy comes to check focus. Cars are passing close and fast. Jonathan’s 

nervousness is visible and it makes me even more concerned. After two or three takes a 

police officer pulls over the lead car for driving too slow. The island authorities are kind 

and no one was cited but we decide to move into “Old Port A” to shoot for the rest of the 

day. 
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Once on the neighborhood roads of “Old Port A” the shooting became easier but we still 

underestimate the amount of time it takes for different set ups with the car mount.  

Instead of shooting each car scene out and moving on to the next we divide the shooting 

up by camera set up. Before moving the mount to a new position we shoot all shots in 

that set up across multiple car scenes. It is a difficult day but we decide it is the best way 

to economize our time.  

I keep to my promise and we break for lunch on time. Doa Jafri arrives. She plays Rory 

in the film. For the scenes in town, we change the camera mount position slightly to 

accommodate a car scene with her, Jonathan, and Devin. While Ben Oliver works on the 

mount Amy and I steal inserts and close ups of the actors in the car. For the rest of the 

day we shoot as much as we can until the sun goes down. It was an exhausting day on the 

island and we all spend the night in our clean motel rooms.   

After dinner and a shower, some of the crew and I meet Ben Oliver at an island dive bar 

for a beer before he leaves the shoot for another production. He has to be in Houston in 

the morning to work on a commercial.  Emmitt Kerr-Perkinson takes over duties as gaffer 

for the remainder of the shoot.  E.J. Enriquez shows up to AC for Amy. For the first two 

days of shooting Jesse Klein has been assistant camera. Jesse moves to grip for Emmitt. 

The owner of the picture car and his friend are drinking excessively, being obnoxious and 

loud. I don’t want the crew to have to deal with them so I get an extra motel room for the 

car owner and his friend to stay in. 
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Daniel Hershberger plays Alfonso in the film. He gets into Port Aransas shortly after we 

return from the bar. Dan and I share a room. I’ve worked with him before and his 

presence is welcome. It’s good to have another familiar face around. I’m exhausted and 

concerned about the massive salt-water mosquitoes waiting for us at Deke’s bait shop.  

We’re shooting in Bayside in the morning. 

DAY THREE OF PRINCIPAL PHOTOGRAPHY 

I sleep well but not long. I wake up before sunrise, eat a light breakfast, have a chat with 

Monique Walton and Amy Bench about the day’s work and we’re on the road. I don’t 

think Dan slept at all but I’m not concerned. 

We get to the small house and bait shop in Bayside but Deke the owner is late meeting us 

with the keys. The mosquitoes are not near as bad as I anticipated. A constant breeze 

keeps them at bay.  The cast and crew are in good spirits. 

We let ourselves into the back yard behind the bait shop. Amy and I find our shot while 

Emmitt, Jesse, and Ty unload the truck and stage equipment. Deke arrives shortly 

thereafter with the keys to the bait shop and house.  

As I rehearse the scene with the actors, Amy walks through the days work with Emmitt.  

We’re set up and ahead of schedule. We have a big scene planned for inside the house.  

Halfway into the first scene we send Emmitt, Ty, and Jesse to prep the interior. The 



 

 
 
 

22 

morning exteriors behind the bait shop go well. Deke is very patient. He hangs out and 

watches us work.   

We didn’t have time to rehearse anything prior to reaching Port Aransas. Before I take 

the talent into the house I need to figure it out for myself. I tell the cast and crew to take a 

break. I request that Jesse Klein act as a sounding board as I go over the scene with him 

first. In this scene Yvonne storms in the house to stop Clyde from having sex with Rory.  

Alfonso follows Yvonne into the house. Yvonne is upset and doesn’t take Alfonso’s 

advances well and she and Alfonso get into a physical altercation. Alfonso’s cries alert 

Rory and Clyde and they come crashing into the scene.     

Jesse suggests having the Alfonso character block Yvonne’s exit to incite Yvonne’s 

anger. It’s a good note. I take it and we call the actors in to rehearse. Department heads 

watch the rehearsal to decide where and how to set up the wide shot. We’re moving 

efficiently and rehearsal goes very well. 

Jo Huang not only is producer but she also steps in as a one-woman art department. She 

dresses the set pulling together what she can find in the house. The place is sparse but she 

manages to make it look lived in. 

We break for lunch on time and then return to the house to finish up the scene. It is an 

involved scene with multiple dolly moves and focus pulls. We save one last exterior 

scene for end of the day. We shoot the scene with two setups and a total of six takes.  



 

 
 
 

23 

Yvonne stomps out of the house with Clyde in tow. They pair get in the car and peel off 

into the horizon. As the crew is packing up the truck Amy shoots some B-roll. We also 

get some shots from the side of the road of the picture car rocketing by. 

Day three is fantastic. Despite the loss of Ben Oliver as gaffer we manage to make our 

day on time. One day of shooting is left on the production. We return to motel feeling 

great about the day. I make sure to thank the cast and crew at dinner. Jesse Klein and 

Monique Walton head back to Austin that night. Jo Huang will assistant direct our last 

day of shooting.    

DAY FOUR OF PRINCIPAL PHOTOGRAPHY 

We will not be returning to the motel so everyone packs and loads out.   

Our first scene of the day just happens to be the last scene in the film. We get to the pier 

just as the sun is rising. We shoot the scene in two different masters. It ends with the pair 

jumping in the car and driving off down the beach. Paavo Hanninen is our sound 

recordist. He tells me Devin’s lavalier is not working properly. We take a break for him 

to trouble shoot but it doesn’t seem to help. We decide to shoot the scene out and ADR 

Devin’s lines in post.   

The Port Aransas Chamber of Commerce has offered to buy the cast and crew lunch at a 

local restaurant called Moby Dick’s. The owner of Moby Dick’s is a retired artist for Tri-
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Star pictures. He is there to greet us when we arrive. The entire bill was taken care of.  I 

made sure to tip the server well. Port Aransas is treating us well. 

As we’re leaving the Moby Dick’s Amy shoots more b-roll from the parking lot of the 

restaurant. A beach bum walks into a shot and plays harmonica on camera. We’re not 

running sound at the moment so the opportunity isn’t completely realized.   

Before we depart we take one last spin around the island getting traveling shots of Devin 

and Jonathan driving through the streets.   

Our last location is the Bakery Café in Aransas Pass just off the island. It’s an old mom 

and pop style diner. The owner Ram gave us permission when Jo and I made our trip out 

in February. During the shoot however, Jo has had a difficult time confirming with Ram. 

We arrive at the café around noon. Ram isn’t around but his son is there and he 

remembers Jo and I from our previous visit. As far as he is concerned we are free to use 

the café. We’re tying to shoot the scene out in a three to four hour filet of time between 

lunch and dinner. I don’t want to interfere with Ram’s business, as he hasn’t requested 

compensation. 

We start with a few exterior shots before moving in for the diner scene with Devin and 

Jonathan inside and Doa outside checking out the picture car. Emmitt and Ty cover the 

large café windows with ND gels. Amy frames up the wide. I run the scenes with the 

actors. We don’t have radios so I need Jo to stand in the lobby so she can cue Doa to 
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walk into frame when we’re rolling. We shoot the entire scene in three set-ups.  The final 

shot of the production is finished just as the dinner crowd starts to roll in. To thank the 

café for their hospitality I buy food for the remaining cast and crew. It was a fast light 

day and I can tell people are eager to get back to their respective homes.   
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POST-PRODUCTION 

Post-production starts on March 20th the first Tuesday after South By Southwest 2012.  

The footage syncs up well save for some issues with the final beach scene. I notice that at 

some time during shooting the scene camera department stopped slating the shots. This 

makes the syncing the audio tedious. 

I cut 75 percent of the film myself but I find it difficult to work with the footage from the 

second day difficult to work with. It is a personal issue. I have a hard time disassociating 

the day with the footage shot. I try to solicit the help of a few editors but they’re either 

booked or want too much money to do the work.   

Weeks go by and I struggle with the footage. I show the scenes I have cut to a few 

filmmaker friends and the remarks are positive but it inevitably ends with them saying 

they really need to see the entire film cut before they can really weigh in. 

I take a step away from the footage for a week and contact some people to find an editor.  

I have never worked with an editor before and I very much want to. I find an editor but he 

has just taken a new job and needs to feel things out before he can take on the project. A 

few weeks go by and he contacts me. He wants to take a crack at the project so we meet 

the following Monday.   

I show the editor what I’ve got. He responds well to the footage and he asks me how 

much work I want done. I originally just need him to edit the car scenes but he is 
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enthusiastic so I tell him to give it a complete pass and we’ll meet in a week. We meet in 

a week and while the edit is much more rough than I expect he does some interesting 

work with some of the scenes. I feel the work is worth another try so we continue to meet 

once a week for a month.   

The editor introduces jump cuts into edit and the film ends up rocketing by with an eight 

and a half minute running time. The film becomes almost a “cliff notes” version of the 

story. If feels like it’s on fast-forward and the scenes don’t have time to land. The editor 

is pressed for time and he has done enough work. I don’t want to abuse his good will and 

I need to take the film back to finish for myself. The editor did produce quite a few 

options in various edits but where one area of a cut might be particularly strong but it is 

lacking in another area. I peel through all the edits and start to piece together the 

strongest cut possible with the work he provided. I show this new cut to Don Howard and 

Anne Lewis, two editing professors here at UT. Both Don and Anne agree that the film’s 

pacing is still too fast. The scenes pass too quickly. The edit has compressed the film in 

an accordion fashion. I begin the long process of drawing the film back out, a way of 

what I call “unpacking” the footage so the scenes have room to breathe. 

I post a few different edits online for critique. The consensus is the film is working and 

headed in the right direction but the most common note is regarding the quick pace. I 

hold screenings individually and invite people back as the cut progresses. As it enters fine 

cut stage I am careful not to overwork the footage. I have a tendency to do so and the 
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work ends up with too many cuts. I invite Anne Lewis to view another edit and she shows 

me some options that I hadn’t considered to try. Her note is to trust the performances and 

let the scenes play out, another note is that the edit points need to be motivated, and not 

feel arbitrary.   

I’m pulling 10 to 14 hours a day over the next week working and reworking the edit. I 

have great footage and good performances but some scenes are covered better than 

others. I’m financially exhausted from the production and pickups and reshoots aren’t an 

option. At one point I consider taking a trip back to Port Aransas to shoot more b roll but 

it isn’t necessary. The film is there, we shot the script and I am using what I have to make 

it work.   

After a screening of a fine cut for three members of my committee followed by a week of 

individual screenings and tweaks I take a week off to gaff a small independent short. It’s 

for a modest amount of money but proves to be fun experience as well an opportunity to 

network with filmmakers outside of UT. It also gives me a chance to distance myself 

from Yvonne & Clyde. I come back a week later with a pair of fresh eyes. I also come 

back with a horrible case of poison ivy. Apparently I have wrapped cable on the shoot 

that was exposed to the plant.  

I have six days before my re-recording mix. I am in the final stages where most of the 

changes left are a matter of personal preference.  I have a final meeting with Anne Lewis. 

We both agree one particular scene is not covered particularly well but it needs to stay in. 
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I spend one last day attempting to rework the scene from the ground up but it proves 

frustrating. I make the call and decide to cut it short. Originally the scene ends with 

Yvonne noticing that Clyde has disappeared into a house with the attractive young 

woman Rory, leaving Yvonne on the back porch to deal with Alfonso, a creepy and 

perverse drug addict. Now the scene plays out as if Yvonne is fleeing Alfonso rather than 

motivated by jealousy for the affections of Clyde. It is a loss I accept.  

I picture lock on Thursday, August 23rd with my mix beginning the following day at 

9AM. The poison ivy has covered my right fore arm and it begins to swell. I can’t 

continue in this condition and rush to urgent care for help. I have more work to do but I 

can no longer ignore the problem. It costs me some time away from the film but it is 

worth the sacrifice. I leave the doctors office with steroid pills and an antibiotic ointment. 

The pills begin to work within a few hours. Finally with some relief from the itching, I 

contact my colorist only to learn he is no longer available due to an emergency. Panic is 

not an option. I reach out to Dan Stuyck, a graduate of the program who now works as a 

colorist. Dan is a busy man these days but agrees to help immediately. I output a media 

manage file of the project in Final Cut Pro, throw it on a hard drive and speed over to his 

office. We discuss different looks for almost an hour and go through various options for 

contrast and grain in the image. 

Back at school I do some last minute sound design work and create the OMF file for my 

mix. It is around 2:30AM. 
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Over the next three days I work with re-recordist mixer Eric Friend. He has worked with 

two of my best friends from the program, Tomasz Werner and Jesse Klein. This is my 

first time working with him and even though we don’t know one another we both know 

Tomasz and Jesse. We share mutual friends. We have a good time reworking the sound 

design. We take our time with the mix and bounce ideas back and forth. The mix is a nice 

change of pace in comparison to the previous week. I’m exhausted the entire time. Turns 

out the steroids I’m on cause insomnia. If the itching doesn’t keep me up the steroids do. 

Only two days left. 

I spend Monday, August 27th tacking on credits and exporting a suitable screener for my 

committee to view online. I have an issue with the compression but resolve it at around 

4PM. I post the completed film on a password-protected link and email it out to my 

committee. The password is YANDC all caps. 

It is 2:27AM on Tuesday, August 28th. I’m just now wrapping up my report. The poison 

ivy still itches. I’m tired but thankfully the steroids have kept me awake. By 5PM today I 

will have a terminal degree. I’m 31 years old. I’ve spent 24 of those years in school. I 

cannot wait for the rest of my life to begin. 

The film is finished and I can proudly write Yvonne & Clyde is a film centered on style, 

atmosphere, performance, and creating a story rich world. It is the film I set out to make 

and nothing less.  
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THE LESSON 

I’ve learned quite a bit about myself in the process of making Yvonne & Clyde. I need to 

better understand directing actors, as a result I’ve enrolled in Meisner acting classes being 

taught in Austin, TX. I’ve also realized I need to trust my gut instinct more as a director 

and not let people around me second guess my decisions. I encountered a moment during 

the production where I let one of my crewmember’s questions influence a choice I made 

and as a result the production lost time. In my experience as a director this is the second 

instance it has happened to me on one of my productions. It is something I need to pay 

attention to. By no means did it detrimentally undermine either production but it is 

definitely worth noting and paying attention to. 

I’ve also learned I need to be much more active in promoting myself as an artist. There is 

so much work being generated now. It is exciting but also daunting. For all the brilliant 

work being created there is also an exceedingly large amount of garbage being pushed 

and promoted. Even if the bad work is ultimately disregarded and pushed aside, it is still 

taking up someone else’s time to sift through. Pardon the cliché but it’s like searching for 

a needle in a haystack.  

Most importantly I learned that if I’m going to flourish as a director I need to make more 

work. This was my first time directing a film in two years. I have one more short film I’d 

like to write and direct in the fall of 2012. After that I am going to develop a new feature 

length script with Yvonne and Clyde as the main characters. This version will portray 
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characters in line with this short film. The earlier extreme versions of the characters don’t 

interest me as much. I like the more believable small time criminal versions. They’re 

more interesting and identifiable. With the Yvonne and Clyde short, and feature script 

completed I will try to get the feature produced with the short film to give investors a 

taste of what the feature film will be. This to me seems to be the next logical step.   
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THE BIG PICTURE 

As written earlier in this report, I am eager to finally begin my life outside of school. It 

doesn’t mean I won’t come back to education. I came here to get my MFA for the 

specific purpose of becoming an educator myself. My time spent as a teaching assistant at 

The University of Texas at Austin has reinforced this desire. I enjoy teaching. I gain a 

great deal of enjoyment and reward from encouraging younger filmmakers to create 

work. I might have an opportunity to head a film and video program at Haramaya 

University in Dire Dawa, Ethiopia. The offer came after working on a documentary there 

in December of 2011. They’re looking for a two-year commitment and they are interested 

in further talks of designing a curriculum. I’m not one hundred percent I’ll do it but I’m 

seriously considering it.    

My education in filmmaking hasn’t ended either. Almost every production I’ve worked 

on, be it my own film or another director’s, I nearly always walk away at the end having 

learned something new. Sometimes it’s something purely technical, such as a different 

way to light an impractical location, and sometimes it’s in the way I work as a director or 

even more valuable the way not to work. 

Five years ago I would not have made Yvonne & Clyde. I was too self-conscious and 

concerned of how some people might see me or what they may infer about me as a 

person. It might just be the fact that I’m older, but more and more I start to care less and 
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less about what kind of film I can or cannot make. The important thing is that I create 

honest and sincere work.   
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Appendix  

Below is the first draft of the script for Yvonne & Clyde 
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EXT. OLD BEACH HOUSE PORT ARANSAS - DAY 
 

YVONNE late 20's attractive with a strong jaw-line stands 
next to her partner CLYDE mid 30's greaser type good looks, 
hair slicked back, on the porch of a rustic old beach 
house. 

 
YVONNE 

He's gonna figure it out. 
 

CLYDE 
I'm gonna knock. 

 
YVONNE 

I'll break your hands. 
 

Clyde reaches out knocks on the door frame hard. 
 
 
 

Too late. 
CLYDE 

 
Yvonne raises her hand like she's going to smack Clyde 
across the face. She bats at him, Clyde flinches. 

 
Biting her lip. 

 
 
 

You shit. 
YVONNE 

 
From inside the house. 

 
VOICE 

Who is it! 
 

The silhouette of AVERELL REESE late 60's, an old man, 
appears in the halfway beyond the screen door. 

 
Yvonne gives Clyde a disapproving stare. 

 
CLYDE 

Names Clyde Durham sir. This 
here's Yvonne. We're friends of 
your nephew's. 

 
Shuffling from inside the house as Averell ambles towards 
the door. 
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Clyde smiles and nods at Yvonne as if to say "how was 
that?" 

 
Averell pushes the screen door open. 

 
AVERELL 

Well come on in. Like a cup 
coffee. 

 
Yvonne and Clyde step into the house. Clyde nods to 
Averell as he holds the door. 

 
CLYDE 

Why thank you sir. 
 

Yvonne smiles as she passes. Averell checks her out as she 
walks down the hall. 

 
Lets the screen door swing shut. 

 
INT. OLD BEACH HOUSE PORT ARANSAS - DAY 

 
Yvonne and Clyde take a seat on around an old kitchen 
table. Outside the waves crash on the shore. 

 
Averell hobbles into the kitchen filling a percolator with 
water and ground coffee. 

 
AVERELL 

How you two know him? 

Clyde looks at Yvonne. 

CLYDE 
Well she and I are friends. They 
dated for awhile. 

 
Averell looks amused. Yvonne picks up on this. 

 
AVERELL 

Funny. Always thought he was a 
faggot. 

 
YVONNE 

Excuse me? 
 

The sound of the percolator BUBBLING increases in volume. 
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Clyde kicks her from under the table. Gives her a look that 
says "contain yourself." Yvonne glares back at Clyde. 

 
AVERELL 

Beg your pardon. 
 

Yvonne fake smiles and shakes her head. 
 

Averell pours two cups of coffee. Handing them to Yvonne 
and Clyde 

 
AVERELL 

Never can tell with you 
people. Guys with dangley earrings, 
skin tight jeans. 

 
AVERELL 

Haven't heard from him in awhile. 
How's he doing? 

 
CLYDE 

I think it's better if you just 
take a look at this. 

 
Clyde reaches into his shirt pocket, handing Averell the 
Polaroid. Averell puts down his mug. 

Averell stares down at the photo. 

AVERELL 
Jesus what happened. 

 
Yvonne sits with her arms crossed. Not looking at Clyde or 
Averell. 

 
CLYDE 

Jumped. They just found him like 
that. 

 
AVERELL 

They huh? A man get's tuned up like 
this you'd think he'd done 
something to deserve it. 

Averell looks closer at the photo. 

AVERELL 
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Who takes a photo a photo like 
this? 

 
INSERT: POLAROID OF CLYDE STANDING OVER THE COMATOSE MAN 
FACE BANDAGED. FAUX SAD FACE. 

 
In an attempt to steer the conversation. 

 
CLYDE 

There's this surgery. Could really 
help him. 

 
AVERELL 

What makes you think I've got that 
kind of money. 

 
CLYDE 

We don't think. We know. 
 

Averell turns the photo over in his hands. 
 

AVERELL 
This sounds like a bunch of 
bullshit to me. How do I know this 
is him? Face is covered up. 

 
Clyde attempts to speak. 

 

We've- 

Yvonne interrupts. 

CLYDE 

 
YVONNE 

There is also the other photo. 
 

Yvonne reaches into her purse and hands him a folded piece 
of eight by eleven sheet of paper. 

 
Averell unfolds it. Looks at the piece of paper, his eyes 
go wide. 

 
YVONNE 

That's just a copy of course. We've 
got the original in a safe 
place. That's him and you in the 
photo isn't it? 
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But. How? 
AVERELL 

 
YVONNE 

We've raised 10 ourselves. Another 
15 grand should take care of it. 

 
Yvonne smiles and bats her eyes at Averell. Averell's jaw 
drops. 

 
CLYDE 

We can give you a ride to the bank 
if you need. 

 
EXT. BEACH - DAY 

 
Yvonne smokes a joint sitting on the front of an old muscle 
car. Clyde counts hundreds in the drivers seat. 

 
Yvonne watches SURFERS trying to catch a wave by the pier. 

 
CLYDE 

Wow Vic we did good. 
 

YVONNE 
Please don't call me that anymore. 

 
CLYDE 

Told you he wouldn't put it 
together. 

 
YVONNE 

Yeah whatever. 
 

She flicks the joint into the sand. 
 

YVONNE 
How long til we get back to town? 

 
CLYDE 

Five six hours. 
 

YVONNE 
Let's blow on out of here. 

EXT. HIGHWAY - DAY 



 
 

 
 
 

41 

 
 
 

Clyde's muscle car tears down the highway away from the 
coast. 

 
INT. CLYDE'S CAR - DAY 

 
Yvonne's got her feet up on the dash head back eye's 
closed. Smoking another Joint. 

 
Clyde rolls a cigarette with one hand, the other on the 
wheel. 

 
He sees Yvonne's feet on the dash. 

Lighting a cigarette. 

CLYDE 
I wish you wouldn't smoke that shit 
in here Vic. 

 
Clyde reaches over and pushes her feet off the dash. 

 
CLYDE 

Not a coffee table. 
 

Yvonne opens her eyes. Stares back at Clyde, eyes like 
slits. 

 
Through clenched teeth. 

 
YVONNE 

I told you not to call me that. 
 

CLYDE 
Yvonne really? The name change cost 
extra? Surprised you chose 
something so black sounding. 

 
YVONNE 

It's French Clyde. 
 

CLYDE 
Sounds black. There's black people 
in France you know. 

 
Through the windshield Clyde spies a beautiful GIRL 
standing out in front of a filling station. 

 
CLYDE 
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Would you look at that. 

He starts to slow down. 

YVONNE 
Don't stop Clyde. 

 
Smiling to himself. 

 
CLYDE 

Hey I just helped you out so how 
bout a little reciprocity? Plus she 
may be lost. Need to make sure. 

 
EXT. FILLING STATION PARKING LOT - DAY 

 
Clyde's beat up car RATTLES up to INDIA mid-twenties and 
parks taking up two spaces. Her leg kicked up against a 
concrete post, back against a cinder block wall. 

 
The car door swings open. Clyde argues with Yvonne 
briefly. Clyde shuts the door. The car is still 
running. Clyde pops his head above the cars roof. He grins 
at India. 

 
She nods back. 

 
INDIA 

Who's that? 
 

Meaning Yvonne. 
 

CLYDE 
My sister. 

 
INDIA 

Don't see the resemblance. 
 

CLYDE 
She's adopted. 

 
INDIA 

You got something to smoke? 

Clyde sporting a wide Cheshire cat grin. 

CLYDE 
Yes. Yes we do. 
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INT. CLYDE'S CAR - DAY 
 

Yvonne drives, an irritated expression on her face. She 
isn't too keen on India riding with them. 

 
Clyde puffs a joint in the passengers seat, blows on the 
ember and passes it back to India. She takes a long 
drag. Blows it up into the front of the car. 

 
Yvonne squints, waves the smoke away. 

 
 
 

My Bad. 
INDIA 

 
To Yvonne. Clyde responds. 

 
CLYDE 

It's fine. 
 

Yvonne scowls at Clyde. 
 

YVONNE 
Looks like if we push through we 
could make it within the next four 
hours. 

 
INDIA 

I'm kind of tired. My friend owns a 
place in Refugio. Y'all can drop me 
there. I'll hook you up for the 
ride. 

 
India get's close to Clyde's ear, whispers something in it. 

 
YVONNE 

We really should keep moving. 
 

Clyde slides his hand into the back seat. Touches the 
inside of India's thigh. 

 
CLYDE 

Come on now. Will only be but a 
minute. Promise. 

 
Clyde looks at Yvonne and mouths the words "Please." 

Yvonne laughs. 
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YVONNE 
Yeah I bet. 

 
EXT. RUN DOWN HOUSE REFUGIO - DAY 

 
Clyde's beat up muscle car sits in front of the weathered 
house. COUNTRY FOLK plays on a PORTABLE STEREO. 

 
Clyde sits on the porch with India on his lap. India is 
leaning back into Clyde hard. Both swigging beers. 

 
Yvonne rolls a joint half-flirting with India's friend 
ALFONSO. Both standing. 

 
India sits up and pulls Clyde by the hand into the house. 

Alfonso's back is turned as Clyde and India slip by. 

Yvonne watches them both enviously. 

Alfonso moves closer to Yvonne. She lights the joint takes 
a drag and passes it off to him. 

 
ALFONSO 

What were y'all doing in Port 
A? Dead this time of year. 

Takes a Pull. 

YVONNE 
Friend needs an operation. Needed 
to get him some help. 

 
Alfonso moves in closer. 

 
ALFONSO 

I could use some help. 
 

Nodding his head towards his crotch, posturing, smiling. 

Yvonne leans in teasing. 

YVONNE 
I don't think you can handle it. 

 
ALFONSO 

You'd be surprised. 
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YVONNE 
No, you'll be surprised. 

 
She takes the joint out of his hand, takes a drag and steps 
back. 

 
ALFONSO 

I like surprises. 
 

YVONNE 
I have a feeling you won't like 
this one. 

 
Yvonne calls into the house. A worried expression on her 
face. 

 
YVONNE 

Clyde we should get a move on. 

No response. 

Yvonne leaves Alfonso and walks into the hallway of the 
house. 

 
INT. RUN DOWN HOUSE REFUGIO - DAY 

 
Standing in the hallway looking up at the stair case Yvonne 
rests her hand on the nicotine stained wall. 

 
 
 

Clyde? 
YVONNE 

 
Alfonso walks in behind her. Presses her up against the 
wall. 

 
ALFONSO 

He's busy with India. Relax. 
 

Yvonne spins around and shoves back. Alfonso is surprised 
by her strength. 

 
YVONNE 

Back off Fonzie. 
 

She calls upstairs again. 
 
 
 

Clyyyyde! 
YVONNE 
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What! 
CLYDE (O.S.) 

 
YVONNE 

We need to go. 
 
 
 

Hold up! 
CLYDE (O.S.) 

 
India says something to Clyde he says something back. 

Alfonso whines. 

ALFONSO 
Oh come on. 

 
YVONNE 

Come here. 
 

Yvonne brags Alfonso's hand, pulls him close leaning back 
into the wall. 

 
She slides his hand up her skirt. 

 
 
 

Surprise. 
YVONNE 

 
Alfonso smiles as his hand reaches her crotch. His jaw 
drops, he immediately pulls his hand back. Like it was 
burnt on a hot stove top. 

 
ALFONSO 

Fucking freak. 
 

Mocking Alfonso. 
 

YVONNE 
Oh come on. I like surprises. 

As herself. 

YVONNE 
You so would have. 

 
Yvonne pounds the wall with her fist. 

 
YVONNE 

Clyde now! 
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Alfonso swings on Yvonne. She catches his arm, twists it 
and spins him around. Kicks the back of his leg and his 
knee hits the ground. 

 
She twists his hand and wrist a little harder wrenching his 
arm up behind his back, elbow straight, CRACK POP. She 
leans in and whispers in his ear. 

 
 
 

Stop it. 
YVONNE 

 
EXT. RUN DOWN HOUSE REFUGIO - EVENING 

 
Yvonne rushes out of the house. Alfonso follows her out but 
keeps his distance on the porch. He rubs his injured arm. 

 
Clyde comes out of the house behind Alfonso. Shoulders him 
as he passes. 

 
CLYDE 

Outta the way poser. 

Calling out to Yvonne.d 

CLYDE 
You couldn't wait a little longer. 

Yvonne doesn't look back. 

YVONNE 
You said it'd take a minute. Been 
an hour at least. 

 
India comes out behind Alfonso. 

 
INDIA 

Call me Clyde. 
 

ALFONSO 
You two gotta go now. 

 
CLYDE 

Stay out of this. 
 

Yvonne get's in Clyde's face as he is sliding his shirt on. 

Alfonso and India watch from the porch. 
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Mimicking Clyde in a baby voice. 
 

YVONNE 
"I wish you wouldn't smoke that 
shit in my car." You smoked most of 
it with her. Your car is a piece of 
shit by the way. 

 
Clyde stands his ground. 

 
CLYDE 

You used to a lot cooler about this 
kind of thing. You used to be a 
good wing man. 

 
 
 

Jesus. 
YONNE 

 
CLYDE 

What is your deal. I thought you'd 
be happier now. 

 
YVONNE 

Almost Clyde almost. 
 

Clyde turns to apologize to Alfonso and India for making 
such a scene. 

 
CLYDE 

We'll be out of here in a second. 
 

Yvonne goes all in. As Clyde turns to face her she grabs 
the sides of his head and plants a long deep kiss on him. 

Clyde resists momentarily, then presses back. 

Alfonso and India watch from the porch. 
 
 
 

Wha? 
INDIA 

 
Alfonso shakes his head. 

 
ALFONSO 

Messed up. 
 

Yvonne and Clyde stop. Clyde pushes her back. 
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Clyde stares at her, head pitched forward, eyes dead 
ahead. Breathing hard. 

 
CLYDE 

Why did you do that? 
 

YVONNE 
Just get in the car. 

INT. CLYDE'S CAR - NIGHT 

Yvonne drives staring dead ahead. Clyde pops a piece of gum 
in his mouth. He looks over at Yvonne then back at the road 
ahead. 

 
Yvonne looks over at Clyde for a second then back at the 
road. 

 
Clyde reaches for the radio turns it on. Switching from 
channel to channel there is nothing good on. CLICK he snaps 
the dial turning it off. 

 
EXT. YVONNE'S APARTMENT - NIGHT 

 
Clyde's car rolls up to Yvonne's apartment. Yvonne kills 
the engine. They both get out of the car. Clyde walks over 
to the drivers side. Yvonne steps aside. Gets in the car. 

 
Yvonne taps on the window. Clyde rolls it down. 

 
They look at each other. Yvonne smiles at him. Clyde 
doesn't smile. 

 
YVONNE 

Thanks Clyde. 
 

CLYDE 
Well I owed you one right? 

 
YVONNE 

I think we're square now. 
 

CLYDE 
So when you gonna? Do the rest? 

Yvonne looks out into the street, thinking. 
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YVONNE 
 

Soon as they can fit me in. 
 

CLYDE 
Call me if you need a ride. 

 
YVONNE 

Thanks Clyde. I'd like that. 
 

CLYDE 
See you. Yvonne. 

 
YVONNE 

Good night Clyde. 

Clyde fires up the engine and drives off. 

Yvonne walks up to her 2nd floor apartment. 
 

THE END 
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