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This report documents the making of the short film Post-Racial, through the eyes 

of its filmmaker.  Post-Racial was produced as my third year thesis film, in partial 

fulfillment of the requirements for the degree of Master of Fine Arts at the University of 

Texas at Austin. 
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Introduction 

This report documents the making of the short film, “Post-Racial”, through the 

eyes of its filmmaker.  The film was produced as my third year thesis film, in partial 

fulfillment of the requirements for the degree of Master of Fine Arts at the University of 

Texas at Austin. 

IN THE BEGINNING 

The very beginnings of my filmmaking career can be traced to a decade earlier, to 

the West Coast of the United States.  I was an undergraduate student, pursuing a degree 

in Computer Science at the University of California at Berkeley.  One of the requirements 

of the program was a number of elective courses that must be taken outside of your 

chosen field of study.  Like most people, I have always enjoyed watching movies for 

their entertainment value, and when I discovered the existence of a film studies 

department, I was excited about the opportunity to watch movies, write about them, and 

earn credit for it. 

In my first introductory film studies class, I was completely blown away by the 

required viewing material.  From 8 ! (Federico Fellini, 1963) to Superstar: The Karen 

Carpenter Story (Todd Haynes, 1988), these films opened up my eyes to independent and 

foreign cinema that doesn’t adhere to the conventional Hollywood movies I was used to.  

Needless to say, I was hooked.  This newfound appreciation for films, however, didn’t 

automatically lead to a desire to make them, but that changed with another class I took in 

my third year. 
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INSPIRATION 

Three years into my studies, I enrolled in a class titled “Asian Americans in 

Media,” taught by visiting professor Kip Fulbeck.  The title of the course alone piqued 

my curiosity as a 1.5th generation Taiwanese American.  The discussions we had in that 

class were instrumental in encouraging me to become a filmmaker, but it was a short 

experimental video that was the original impetus. 

The video was titled All Orientals Look the Same (Valerie Soe, 1987), and was 

comprised visually of a series of black and white photographs.  The photographs were 

portraits of Asian Americans, and as each new photograph appeared, a voice is heard 

naming different Asian ethnicities: Chinese, Vietnamese, Filipino, etc.  The images and 

ethnicity labels synced up perfectly in the beginning, but slowly went out of sync as the 

video progressed.  By the end, there was no way to match an ethnicity label to the 

portrait.  This video made me realize just how powerful the film medium was. 

Through editing, the audience is forced to associate the ethnicities with the 

portraits, and would assume that the ethnicities were correct labels for each person 

they’re seeing.  As the audio and video start to go off sync, we start to question whether 

the labels were appropriate to the image, and eventually we are invited to explore the 

intentions of the video artist.  The extreme simplicity of the video gives us room and 

forces us to think.  The video was not only a commentary on Asian America and the 

inadequacies of ethnic labels, it was also about the media and how the audience is trained 

to believe in whatever truth is presented. 

The class also opened up my eyes to the media’s stereotypical portrayals of 

Asians.  As an Asian American male, I realized just how invisible I am to the American 

mainstream.  Unless I was a martial artist, a math whiz, or an enemy soldier, I was pretty 

much non-existent.  All Orientals Look the Same was a simple project, made on a 
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miniscule budget, something even I was more than capable of creating; but somehow it 

had challenged me in a way no other films have.  I craved to use this powerful medium to 

tell stories.  Stories that challenge its viewers, stories that give a voice to those that don’t 

have one. 

TAKING ACTION 

Now that I knew I wanted to make films, I needed to know how.  Unfortunately, 

there is no film production program at U.C. Berkeley, only film studies.  But I scoured 

the course catalog and in my final year I was able to take the only filmmaking class I had 

found.  It was a course offered through the Ethnic Studies department, taught by longtime 

documentarian Loni Ding.  The group of students I joined created a 25-minute 

documentary on the Iraq War, covering anti-war protests around the San Francisco Bay 

Area and interviewing anti-war activists and academics.  It was an ambitious project and 

a huge undertaking, and through this process I learned how challenging it was to 

construct a narrative out of hours and hours of footage through the editing process. 

Upon earning my Computer Science degree, I began working full time at a 

software company, but always knew I wanted to pursue a career in filmmaking at some 

point.  In the spring of 2007, I was accepted into the graduate film production program at 

U.T. Austin.  This was an opportunity to devote myself full time to making films, and I 

took it. 
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The Screenplay 

THREE ACTS 

In our first semester in film school, we are required to take an introductory 

screenwriting course.  I have never written a screenplay, so everything was brand new to 

me.  We learned the three-act structure and various guidelines for effective screenwriting.  

The three-act structure is s a story-telling formula that can be traced back to Aristotle’s 

Poetics.  Aristotle’s formula has been translated for the modern day screenplay and 

popularized by the likes of Robert McKee, Syd Field, and others, but the fundamental 

ideas for effective storytelling have remained the same.  By analyzing several award-

winning screenplays such as Silence of the Lambs (Jonathan Demme, 1991), it was a 

revelation to me that they all followed the same formula to a tee.  What I had thought was 

a very organic, creative process now seemed like an exercise of fill-in-the-blanks. 

The rigidity of this formula was both an encouragement and a deterrent.  If 

screenwriting was based on a formula, and I understood that formula, I should be able to 

write good, effective screenplays as well.  On the other hand, trying to write a screenplay 

that is unique but having to adhere to a set of stringent rules seemed impossible and 

frankly, did not appeal to me. 

What did interest me was how these same rules might be applied to foreign and 

independent films that, at least on the surface, seemed to rebel against the standard 

Hollywood film.  Charles Ramirez-Berg’s Alternative Poetics was a class focused on 

exploring just that specific inquiry. 



 5 

AN ALTERNATIVE APPROACH 

In Alternative Poetics, we studied and discussed films that are alternatives to the 

conventional Hollywood movie.  Some of the films we watched were tragedies that 

conformed to a dramatic structure that contained five acts instead of three.  These films 

still adhered to a formula, but it was one that had a very different effect on the audience. 

We also studied films that caused a stir when they were released because they 

seemed to be so different; films that, through closer inspection, still followed the three-

act structure, but achieved originality due to a new innovation in style or a new way of 

applying the rules.  Near the end of the class, we saw some films that truly defied the 

formula and appear to be impossible to categorize, but nonetheless managed to be 

successful and keep audiences engrossed. 

For my final project for the class, I decided to write a short screenplay that did not 

adhere to the screenwriting rules I was taught, an endeavor that eventually developed into 

my thesis screenplay.  My goal when I started was to write something that would 

challenge the audience, in a way similar to All Asians Look the Same.  I wanted the film 

to, by the end, cause the audience to remember earlier scenes or shots and assign a 

different meaning to them, to understand the film in a different way.  Even more 

importantly, I wanted to blend the line between reality and fiction, and provoke the 

audience to see the film as a film.  While most movies aim to create a fantasy world and 

envelop you in it for ninety minutes, I wanted my film to create that world but also take 

the audience out of it. 

With goals set for this endeavor, I needed to come up with a story to tell.  One of 

my original motivations to attend film school was to make films that portray the Asian 

American experience, but what exactly is the Asian American experience?  What will my 

film be about? 



 6 

WRITE WHAT YOU KNOW 

As I struggled with this project, I realized the futility of writing truthfully about 

something that you’re not intimately familiar with.  Many successful writers, before 

writing a single word, will immerse themselves into a person, a place, a subculture, etc. 

for several months to become familiar with the substance of their next projects. 

I considered interviewing members of the Asian American community to seek 

inspiration from their personal narratives, but being in school and having to finish by the 

end of the semester meant I would not have time to perform that research with sufficient 

depth.  So, as the deadline approached, I decided that what I knew most intimately at that 

time was exactly this process of trying to write.  Thus the core concept of my thesis film 

was born: the film will be about an Asian American screenwriter who is writing a script 

and struggling with race and stereotypes. 

The first version of the screenplay was submitted as my final project for 

Alternative Poetics, and was subsequently re-written and taken through numerous drafts 

with help and guidance from the faculty, classmates, and friends.  Through these 

countless iterations, I’ve stuck to the core concept and my original goals for this film.  

The script that we ended up shooting still loosely follows the three-act structure, but 

unlike conventional films, I believe its self-awareness draws the audience out of the film 

and invites them to consider their own prejudices. 
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Casting 

With a screenplay written, I begun the pre-production process five months before 

going into production.  As a student filmmaker, one of the biggest challenges is finding 

the right actors, and a good strategy is to write characters that are not age and race 

specific, so as to be able to be flexible about casting.  Since my script was specifically 

about race, I had to find several race-specific actors.  From early on in the script writing 

process, I understood that the success of the film would be highly dependent on finding 

the right actors. 

THE RIGHT ACTOR 

The first actor I approached about the project was Rommel Sulit, a local Filipino 

American actor whom I had seen in several UT graduate student films.  I had always 

been impressed with the quality of his performances, and had thought of him as a prime 

candidate for the lead role.  I sent him a copy of the script and we discussed the project 

over coffee.  Rommel was genuinely excited about tackling the role, and he thought he 

would be able to work with my shooting schedule.  Rommel’s early commitment was 

critical to the making of Post-Racial.  Had he not committed to the project and had I not 

found another suitable candidate, I would have dropped the project and pursued a 

different script. 

Once I had my main character, Brandon Chan, cast, I turned my attention to his 

daughter Jenny and his wife Linda.  



 8 

RACE AND FAMILY 

I considered casting Linda and Jenny regardless of race, but decided against it.  

When an audience sees a multi-racial family that doesn’t appear to be biologically 

“appropriate”, they will automatically assume the daughter is adopted, which was not my 

intention and does not help the story. 

I then considered casting a daughter who can pass as the biological child of an 

Asian man and his wife of another race.  Through this process, I found myself attempting 

to match candidates for Jenny and Linda, trying to gauge whether one can pass as the 

biological offspring of the other.  This was both difficult and unnatural because we live in 

a society that strives to be “post-racial” in many ways, where a company can be sued if 

an interviewer asks for a job applicant’s racial background. 

In the end, after auditioning many actors for the role of Jenny Chan, I decided on 

Madison Kay, an Asian American actress from Dallas.  Part of this decision was based on 

my assessment of how well I’d be able to work with her, but a big part of the decision 

was also her race. 

An Asian American screenwriter who sees his daughter watching Mr Yunioshi 

from Breakfast at Tiffany’s is much more powerful and “to-the-point” than if the 

daughter was multi-racial.  The added dimension of a multi-racial family was a 

fascinating idea, and would have added another layer of meaning to the film.  But I felt it 

would complicate the story too much and dilute the theme I wanted to communicate. 

BLACK OR LATINO ROBBERS 

Besides the screenwriter’s family, I also had to cast the characters in his script.  It 

was an interesting process.  Not only did I need to find 14 actors to portray 5 characters, I 

had to post casting calls I would have never thought I would do, such as calls for Black or 

Latino robbers.  To make sure the call does not turn away actors who turn down 
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stereotypical roles, I was careful to always mention that multiple actors are being sought 

to portray those same robbers and that the script was about race.  I also made sure to send 

each candidate the entire script so they can decide whether or not they wanted to be a part 

of the project. 

I’m a big supporter of directors who cast the best actor regardless of race, or who 

cast against type, but in my own film I had to be very race-specific in my casting 

decisions.  The self-referential nature of this project was beginning to affect me in 

unexpected ways. 
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A Collaborative Art 

I knew I needed to assemble a sizeable crew for production, but I also wanted to 

find key people to collaborate with creatively before we started filming.  The first person 

I approached was my director of photography, Colin Harrington. 

CINEMATOGRAPHY 

Having helped out on many student film shoots, I know that creative differences 

between the director and DP can cause the entire process to stall and breakdown on set.  

The most talented DP would be worthless if they can’t work with the director to come up 

with a unified vision for the film.  Because of this, it was very important to me to have a 

DP whom I could trust and who was completely committed to the project. 

I had met Colin during my first year in film school when he worked as gaffer and 

I as cinematographer on a classmate’s short film project.  His knowledge of lighting and 

hardworking nature made an impression on me, and I knew I wanted to collaborate with 

him again if the opportunity arose.  Once I decided to make Post-Racial, I sent him a 

script and asked if he would be available to DP the film. 

Colin was excited about the project and we worked together to come up with a 

plan for shooting each scene.  On top of clearing his schedule for the entire length of the 

shoot, he also made sure he was available during pre-production for location scouting, 

camera tests, and production meetings.  I knew I had found a DP who was fully on board. 

PRODUCTION DESIGN 

Experienced filmmakers know that the look of a film is as much cinematography 

as it is production design.  The camera can only capture what is physically there, so the 
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color scheme and geometry of the set dressing, costumes, and makeup are all critical to 

the “look” of the film.  To help me design and coordinate all of these visual components, 

I solicited help from my classmate Brian Schwarz, whom through casual conversation I 

had discovered had an interest in doing production design. 

From there I also sought out a local makeup artist and costume designer.  I met 

with each of these collaborators individually, then as a group.  A unique challenge on this 

film for everyone involved was to separate the screenwriter’s “real” world and his 

screenplay world.  We discussed what I wanted these two worlds to feel like and what 

they represented, and brainstormed ideas on how we might communicate that through 

these various visual elements.  Having collaborators for these roles was a welcome 

change from my previous film projects, and I tried to give each person enough freedom to 

contribute their creativity to the project. 

CREW 

With my key creative collaborators set and starting to gather necessary items for 

filming, I started assembling the rest of the crew.  For micro-budget projects, volunteer 

crew is always difficult to find.  I solicited help from a couple of my classmates, but the 

majority of the crew would be comprised of current or former undergraduate students. 

I was fortunate enough to have found a full-time gaffer and a full-time producer to 

help me through the entirety of the shoot.  Both of them had just finished their 

undergraduate studies and have not yet taken paying jobs.  The rest of the crew roles 

were filled through a tag-team matrix of current students or former students who had 

part-time jobs. 
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Most of the crew I had known only casually or had just met, and I was grateful to 

have their help.  It was amazing to have had so many individuals donate their time and 

talent to act or crew on my student film. 
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Camera, Lights, Action 

Like almost all films, scheduling for the shoot was a difficult endeavor.  Location, 

crew, and actor availability must all be considered in constructing the schedule, not to 

mention trying to build in flexibility for weather variability and other unexpected delays.  

Since we did not pay our actors or crew, we did everything in our power to accommodate 

everyone’s work and school schedules.  The way it worked out, we started the shoot on 

February 27th, 2010 with our most challenging day. 

DAY 1 

What made the first day challenging was the uncontrolled exterior location and 

the number of actors.  We would be shooting at a downtown alleyway, which we did not 

have the ability to obstruct.  The merchants surrounding the alleyway were notified ahead 

of time and allowed us to shoot there, but several of them had deliveries scheduled 

throughout the day and will need us to clear the way when the delivery trucks came. 

The scenes at the location called for ten actors, but half of which portrayed 

robbers and would only appear in the film for less than thirty seconds.  Our plan of attack 

was to start with those scenes and wrap as many actors as early as possible.  The morning 

shoot went well and we managed to get through the shots as planned without too much 

hiccup.  The occasional stoppage due to alley traffic was expected and didn’t stop us for 

long.  By lunchtime, we were able to wrap all but five actors. 

The afternoon began well as we started shooting the final scene in the alley.  This 

was a complicated scene, complete with a fight, gunshot, and blood effects.  This 

required more set-up time, but we were more or less on schedule by the time 4 pm rolled 

around.  We were about three hours away from the target wrap time when a truck pulled 
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into the alley and parked.  The producer was aware that musicians were going to be 

unloading gear for their show that night, but that wasn’t supposed to happen until 5pm.  

The musicians had arrived early. 

Another unexpected obstacle was the shade.  The sun had gone behind a large 

building and most of the alley was now in shadow.  If we continued shooting, the new 

shots would not match previous shots very well, and the musicians’ van prevented us 

from shooting in one direction, so we decided to wrap early. 

Although we did not finish all the shots we wanted on our first day, we did 

successfully wrap five actors, and we had already arranged for a backup day the 

following Sunday for that location, so we were in pretty good shape.  Day one was 

finished. 

SMALL SPACES 

Day two we shot at a downtown condo.  The small size of the location slowed us 

down significantly.  It was difficult to set up lights and still have enough space for the 

actors to play out each scene, but even more significantly, the lack of an extra room 

meant we would have to move all of our equipment with each room change. 

When we hit our target wrap time we still had several setups left to shoot at the 

condo.  The actors preferred to finish shooting that day because most of them worked the 

next day and some would have to take unpaid time off.  The crew was tired by that point 

but we were all prepared to continue working, especially if it meant having the next day 

off, so we pushed on and managed to finish shooting all the shots at the location. 

After day two, it was amazing that we had finished shooting close to half of the 

script.  The aggressive scheduling had worked out, and we now had a day off before we 

moved on to other, more controlled locations. 
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NEAR CAR ACCIDENTS AND MISBEHAVING PAGES 

Day 3 of the shoot was a light day, with minimal crew and just two actors outside 

of a downtown grocery store, but day four was a big day for us, with street closures and 

near-car-accidents, and our first day with a child actor.  Fortunately, the producer had set 

up the proper permits for closing the street and nearby residents had been notified ahead 

of time, so we would be in a relatively controlled environment. 

For the near-car-accident shots, I knew that getting the right timing would be 

tricky, so Colin and I planned each shot ahead of time and knew exactly what we wanted 

to do.  Most of the shots we planned worked after a few takes to adjust for timing, but 

what took longer than expected were shots that required objects, not the actors, to behave 

in the right way.  In several shots, screenplay pages needed to fly and fall, and it was 

usually luck that finally got us the shots we wanted. 

Having shot on digital video provided a huge advantage in this situation.  After a 

good take we would review the footage and see whether we could move on to the next 

shot.  Had we shot on film, after a good take it would have been ideal to play it safe and 

go through several more takes to get another good one as backup. 

This scene was the most expensive scene in the film, due to having to pay for a 

road blockade and hiring a policeman for the day, both requirements for the street filming 

permit.  We were in a residential neighborhood with little traffic, and only a dozen or so 

vehicles had to take the detour while we were shooting.  Many student productions would 

have shot the scene by blocking traffic temporary with traffic cones, but with a child 

actor on set, we decided to put safety first.  At the end of the day we were able to get all 

the shots we wanted, and felt safe shooting in the streets.  The money was well spent. 
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MR YUNIOSHI 

With day 4 complete, the rest of our shoot would be at the screenwriter’s house, 

with the exception of our last day, which would be back at the downtown alley.  The 

interior location was spacious and we had permission to move furniture and set up as 

necessary.  With the controlled location, the most challenging aspect of these shots would 

be working with Madison Kay, the actor portraying Jenny Chan. 

Madison is a child actor who is full of energy, is outspoken, and playful.  She 

took to Rommel right away when they met at dinner the evening before their first day on 

set.  Rommel is an experienced actor and has worked with many child actors before, so I 

wasn’t concerned about getting a genuine interaction between the two of them.  Some of 

the scenes, however, required Jenny to react to scenes of Breakfast at Tiffany’s playing 

on TV.  The scenes would play without audio, and I wasn’t sure if Madison would be 

able to give us a believable laugh, through repeated takes.  When we got to the scene, I 

realized my concerns were unfounded. 

When the scene of Mickey Rooney as Mr. Yunioshi played during our first take, 

Madison burst into genuine laughter and could hardly contain herself even on repeat 

viewings.  She enjoyed it so much she asked her dad for their portable camera and 

recorded a video of the scene playing on TV.  We did several takes and to get the 

appropriate level of laughter Rommel simply had to wait for the scene to progress past 

the physical humor. 

My fictional scenario of an Asian American daughter laughing at Mr. Yunioshi 

had become a reality.  Madison’s genuine laughter at Mr. Yunioshi made me wonder, if a 

child who has little concept of racism and stereotypes can laugh at the physical comedy 

of this caricature, perhaps I am taking it a little too seriously?  Then I reminded myself of 

the power of media, and if all Madison sees on TV, billboards, and magazines is this 
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caricature, what will that do to her when she grows up as an Asian American?  My hope 

is that my film will provide not just a more accurate portrayal of Asian Americans, but 

also invite the audience to stop and think about racial stereotypes in the media then and 

now.  

FACIAL HAIR 

We had an aggressive shooting schedule our last day back at the downtown 

alleyway due to facial hair and bad weather.  The actor who portrays Black Rick had to 

shave his mustache earlier in the week because of a feature film he was shooting.  This 

meant that any close-up shots of him we had gotten on day 1 would be unusable.  Add to 

that a weather report that promised rain by 10am, we had to squeeze in five hours worth 

of shots in less than three hours. 

To accomplish this, we knew we had to move fast, so Colin and I planned out the 

minimal number of setups the night before to cover the scene.  We shot with two cameras 

and did not shoot more than three takes in any particular setup.  We managed to wrap 

before the rain arrived.  Post-Racial began principal photography at the downtown alley 

with ten actors and a full day of shooting, and wrapped in that same location eight days 

later. 
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Movie Construction 

The production phase of a film takes over your life and drains you.  It was a full 

two weeks before I caught up on class assignments, TA responsibilities, and most 

importantly, sleep.  This was when I started reviewing and organizing all the raw footage 

from the shoot. 

As I watched and logged every take, I realized some mistakes had been made: 

certain shots were not held long enough, a few key takes were out of focus, scenes where 

actors didn’t connect with each other, etc.  But there were good surprises as well: shots 

that looked better than I had imagined, useable inserts I didn’t realize we had shot.  

Overall I was very happy with what we were able to capture with hard work and some 

luck.  It was now time to switch hats and become an editor. 

THE THIRD ITERATION 

As I started the process of stitching the movie together, it became clear that 

certain ideas I had during shooting of how a scene was going to be edited together were 

not going to work.  With this realization I embraced the idea that films are written three 

times, once when the screenplay is written, again when the film is shot, and finally when 

the film is edited.  Since I was editing my own film, I must remove myself from my role 

as director and producer.  It shouldn’t matter that I had spent time, money, and effort on a 

shot.  If the shot didn’t help the story, I would take it out. 

As I began editing scenes together, I realized that while I did a good job 

imagining and shooting the beginning of scenes, oftentimes I did not have a clear plan for 

how to get out of the scene.  There were a few occasions when I called “cut” too soon and 

the shot ends just as an actor is about to finish a gesture that would have been a good way 
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to exit the scene.  Having a clear idea of how to exit a scene would be something I would 

strive to do on future projects. 

Once each scene was assembled, I placed all the scenes into a single timeline and 

realized that one of the biggest challenges on this project will be how I manage the two 

worlds.  Transitions to and from the screenwriter’s world and the world of his screenplay 

can be tricky to manipulate, and staying too long in one world can lessen the impact of 

the other.  If our main character is Brandon Chan, the screenwriter, I needed to make sure 

the audience doesn’t lose track of him for too long.  Once I had a rough assembly of the 

entire film, I began to look for others to help me in the posting process. 

COLLABORATION CONTINUED 

I had always planned to have a score composed for the film, and had reconnected 

with a childhood friend a few years ago who happens to be pursuing a career in music 

composition.  Alex Lu comes from a musical family, and for the past several years he has 

worked under veteran music composer Todd Boekelheide in the San Francisco bay area.  

Alex recently relocated to Los Angeles and now teaches music composition at Biola 

University and works under Hollywood music composer Marc Streitenfeld, most recently 

on the blockbuster film Robin Hood (Ridley Scott, 2010). 

We had been in contact about collaborating on my thesis project and he was 

excited to see a rough cut and start working on a score.  Because of the short 

postproduction schedule, I knew I wouldn’t have a picture locked cut of the film until 

right before the sound mix, so Alex and I started working in tandem to evolve the score 

and picture edit at the same time. 

 Just like all the visual components in the film, I wanted the music and sound 

design to help separate the two worlds.  We planned to have a score composed for most 
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of the movie-within-the-movie scenes, and the transitions to the “real” world would 

either be intentionally abrupt or smooth depending on the effect we wanted for that 

specific moment. 

For sound design, I recruited the help of Marisol Medrano, a former RTF 

undergraduate student I had met as her TA in the past.  I knew she enjoyed sound design 

and was a hard worker.  She was interested in the project and would be collecting sound 

effects from existing libraries or recording new foley sounds as necessary.  For our thesis 

projects, the department hires a professional re-recording sound mixer to help us with the 

film, so I knew that the mixer would also be able to help build and integrate all the audio 

elements in the film near the end of the post production process. 

The last post-production component I needed help with was visual effects.  I knew 

two undergraduate students who would be good candidates to help with visual effects, but 

neither was able to help out due to other commitments, so I went through the roster for 

the summer visual effects class and discovered that a second year graduate film student, 

Anand Modi, was taking the class.  I reached out to Anand and he was interested in 

helping. 

With a music composer, sound designer, and visual effects artist in place, we all 

pushed forward at the same time towards a completed film. 

EVOLUTION OF A FILM 

As the film began to take the form of a watchable rough cut, I started to show the 

film to a handful of people comprised of my thesis committee members, classmates, and 

friends.  As an editor, it is easy to become too familiar with the material and lose 

perspective.  Getting others to view cuts of your film and give feedback is invaluable 

during this process. 
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From the general response I received, I understood that the opening of the film 

was a problematic segment.  Some people were confused by it, others felt it took too long 

to get to the real story.  Part of the problem was the fact that this opening was page 7 of 

Brandon Chan’s screenplay, as opposed to page 1.  We are starting the film in the middle 

of a movie, so no matter how it is edited, it still won’t be the natural opening that 

audiences are used to.  I had the option to cut out the entire scene, but by doing so, the 

film would lose some of its complexity.  I wanted the opening to pose more questions 

than it answered, and was ok with some confusion as long as it remained engaging.  To 

improve what I had, I cut the scene a lot more aggressively, taking out sections of dialog 

and leaving only essential pieces of information for the scene to make sense. 

The next big segment I had to rethink was the middle section of the film, where 

there was several transitions between the screenwriter and the screenplay world.  Several 

of these transitions were awkward, but I knew that tweaking the edit and using music and 

sound design would help.  The other, more significant problem was in the footage of 

Brandon in his room, modifying the script, reacting to how those changes play out, etc.   

Most of the shots ended up conveying the same general emotions from our main 

character, and some of the reactions did not quite fit what just happened in the screenplay 

world.  This was a mistake during production, as I should have spent more time on the 

scene and given better, more specific directions for Rommel to react to different 

situations.  Even though pick-up shoots take a lot of energy and effort to set up, I knew 

that getting better footage for these key moments would drastically improve the movie, so 

I did that with the help of Rommel and a small crew. 

The newly shot footage integrated nicely into the cut, and matched without any 

problems since Brian, our production designer, was able to recreate the same space for us 

to shoot in, and Colin, our cinematographer, was able to recreate the same lighting.  Once 
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the middle segment was mostly working, I moved on to the climax of the film.  In the 

near-accident sequence, the second SUV almost hitting Jenny seemed to be less dramatic 

than the first near-miss.  Part of this was due to the visuals of the shots we had gotten, but 

it was also because of the fact that we did not know Jenny was following her father and 

might be in danger.  One possible solution is to reshoot a shot of Jenny chasing after her 

dad, or a shot of her seeing the screenpage pages on the ground before running to pick 

them up.  To get this shot we would need to have Jenny come to Austin from Dallas, and 

for such a short shot it won’t really be worth their time and cost of travel.  One of my 

classmates had mentioned that the second near miss is less dramatic because Brandon 

sees the SUV coming before it almost hits Jenny, so I reworked the edit.  Different takes 

were selected and some shots removed and swapped so that Brandon doesn’t see the SUV 

coming until Jenny runs into the street.  That change, along with a longer shot of 

Brandon’s reaction to Jenny helped up the drama a little and resulted in a more effective 

climax to the film. 

The post-production process is a place not just for creative problem solving, but 

also provides the opportunity to improve the story you wanted to tell.  For Post-Racial, 

the edited film did not stray too far from the original shooting script, but countless 

elements were added and changes made to make the film what it is.  This process, as 

much as during production, requires collaborators.  From the music composer, to the 

countless people who watched rough cuts of the film and provided feedback, they all 

helped shape the final form of the finished film. 
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At the Finish Line 

Looking at the finished film, I realize I did not quite achieve my goal to get the 

audience to consider their own prejudices.  The use of comedy was an effective tool in 

communicating the futility of writing a “post-racial” screenplay, but at the same time, the 

comedy made the movie watching experience safe and comfortable.  This is something I 

will look to develop as I continue my filmmaking career, to push the envelope a little 

more and utilize comedy that might generate an uncomfortable laughter. 

Although Post-Racial does not elicit introspection as much as I had hoped, I think 

it was successful in being both an entertaining film and one that provokes thought at the 

same time.  The film doesn’t offer the solution to a “post-racial” world, but does show 

that there are choices to be made by media makers, each with its own consequences, and I 

hope will lead to further discussions on race and media.  Post-Racial has been the main 

focus of my life for over a year now.  The process was arduous and trying, but I stuck to 

my original motivation for writing the story, and learned a lot through the filmmaking 

process.  It is a unique short film and I am proud of it. 

LOOKING AHEAD 

Coming into film school as someone who has never written a script or made a 

narrative short film, I am now graduating having written and directed four additional 

short films: two documentaries and two narrative films. 

Post graduation, I plan to take Post-Racial and submit it to film festivals and seek 

distribution through a variety of channels.  Film is created for consumption, and I want 

Post-Racial to reach an audience and provide exposure for all those who contributed to 

the project. 
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With my experience working on my own films and helping out on others’ during 

my tenure at the University of Texas at Austin, I feel ready to enter the world of feature 

filmmaking and hope to create works that will one day inspire future generations of 

filmmakers. 
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INT. APARTMENT - DAY1 1

RICK GALVIN, early 30’s, white and handsome, staggers into 
the kitchen.

ANNA, late 20’s, white and beautiful, in business attire, 
enters the kitchen and sees Rick toss his dress shirt into 
the sink and start the faucet.

ANNA
Rick?

RICK GALVIN
Hey, we need to leave, now.

ANNA
What? Why?

Anna notices blood stains on Rick’s undershirt.

ANNA (CONT’D)
What happened? Are you hurt?

Rick looks down, takes off the undershirt and tosses it in 
the sink.

RICK GALVIN
I’m fine, the blood’s not mine. 
There’s no time, go grab some 
clothes, and the cash.

Water fills up the sink, a deep red. Rick scrubs the shirts.

Anna takes a few steps back and knocks over a flower vase on 
the counter, she rushes to pick it up and wipe up the mess.

RICK GALVIN (CONT’D)
Leave it.

Anna stops wiping up the mess.

ANNA
What the hell is going on?

RICK GALVIN
Shhhhhh

Rick stops scrubbing and takes a couple steps towards Anna 
and holds her.

RICK GALVIN (CONT’D)
I can’t explain now, OK?

Anna shakes her head.



RICK GALVIN (CONT’D)
You need to trust me, there’s no 
time.

A KNOCK at the door. The doorbell RINGS. Anna and Rick turn 
to the door.

POLICE (O.S.)
Open up. Police.

ANNA
My god, what’s happening.

RICK GALVIN
Trust me, Anna.

Another KNOCK at the door, more urgent. “Moon River” begins 
to play, first indistinct, then louder.

INT. HOME OFFICE - DAY2 2

BRANDON CHAN, 30-something Asian American, puts down a large 
bound screenplay on a large table. He turns around and sees 
the television on in the living room. “Moon River” is audible 
through the door.

Brandon looks down at his screenplay, open to page 7. He *
tries to read a few more lines, but gives up and puts down 
the script.

INT. LIVING ROOM - DAY3 3

JENNY CHAN, Brandon’s 5-year old daughter, sits in front of 
the TV, engrossed.

Brandon sits down on the sofa.

BRANDON CHAN
Watching this again? *

JENNY CHAN
Yeah.

BRANDON CHAN
You know, you’re probably the first 
five-year-old in the history of 
five-year-olds who likes Audrey *
Hepburn movies. *

Jenny giggles.
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JENNY CHAN
Look, she’s so pretty. *

Brandon looks at the screen, then back at Jenny.

BRANDON CHAN
Well, that’s true.

LINDA CHAN, Brandon’s wife, enters the room, holding a coffee 
mug.

LINDA CHAN
Hey, want some coffee?

Brandon stands up.

BRANDON CHAN
Sure, thanks.

Brandon grabs the mug from Linda.

LINDA CHAN
How’s the re-write coming?

BRANDON CHAN
I don’t know, still something off 
about it.

LINDA CHAN
You’ll get through it, you always 
do.

BRANDON CHAN
We’ll see.

Jenny laughs, still glued to the TV.  Linda and Brandon look 
at her.

LINDA CHAN
(to Jenny)

C’mon Jenny, turn off the TV, Daddy 
needs to work.

JENNY CHAN
But I just started.

LINDA CHAN
C’mon, let’s go upstairs, daddy’s 
got a big deadline coming up.

Brandon kneels down.
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BRANDON CHAN
How about we watch it together 
later?

JENNY CHAN
Promise?

Brandon and Jenny do a promise handshake.

Jenny pauses the movie and runs off. Brandon gets back up. 
Linda follows after Jenny.

LINDA CHAN
Let us know if you need anything.

BRANDON CHAN
Thanks honey.

Linda exits the room. Brandon takes a sip of coffee and 
notices the TV is still on. Breakfast at Tiffany’s is paused 
on Audrey Hepburn.

He sits down and resumes play. Mr. Yunioshi, played by Mickey 
Rooney, acts like a buffoon in his apartment.

Brandon scoffs and pauses the movie. He looks at Mr. 
Yunioshi, then turns towards the staircase. Jenny’s voice is 
heard, indistinct.

INT. HOME OFFICE - MORNING4 4

Brandon sets the coffee mug on the table and flips the 
screenplay back to page 1.  He picks up a pencil.

INT. MASTER BEDROOM - MORNING5 5

Rick Gavin wakes up in bed, his hair perfectly groomed. He 
gets out of bed and stumbles into the bathroom. *

INT. BATHROOM - MORNING5.1 5.1 *

Rick looks at his reflection in the mirror, he smiles, starts 
to brush his teeth. He bends down to spit and when he comes 
back up he is now Asian, dressed in the same undershirt.

INT. HOME OFFICE - DAY6 6

The name “RICK GALVIN” has been crossed out in the script, 
replaced with “RICK LEE”. Brandon is satisfied. He flips the 
page.
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INT. BATHROOM - MORNING7 7 *

Rick is wearing a dark shirt and khaki slacks. He grabs his 
work ID and pins it on.

INSERT - ID

The ID reads: “Rick Lee, Software Engineer, Micro-
Technologies, Inc.”

INT. HOME OFFICE - DAY8 8

Brandon shakes his head and makes another correction.

INT. BATHROOM - MORNING9 9 *

An embroidered name tag “Rick” is there in place of the work-
ID.

The camera zooms out to reveal Rick in full auto mechanic’s 
uniform. He straightens out his uniform.

INT. KITCHEN - MORNING10 10

Anna is preparing breakfast, whistling happily. Rick enters 
the kitchen and watches her.

Rick approaches Anna and wraps his arms around her, kisses 
her neck.

Anna turns around, smiles.

ANNA
Hi honey, special request for your 
eggs today?

RICK
Over-easy is fine.

ANNA
Yes dear, coming right up.

Anna kisses Rick on the cheeks. The scene pauses, then 
rewinds.

Rick re-enters the kitchen, Anna is now Asian, preparing 
breakfast happily.  Rick approaches Anna and wraps his arms 
around her, kisses her neck.

Anna turns around, smiles.
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ANNA (CONT’D)
Hi honey, special request for your 
eggs today?

RICK
Over-easy is fine.

ANNA
(almost directly to 
camera)

Who do you think I am, your little 
Geisha servant?

Rick takes a step back.

ANNA (CONT’D)
You know, for once you make your 
own damn breakfast.

INT. HOME OFFICE - MORNING11 11

Brandon is taken aback. He gathers himself and thinks for a 
second.

Brandon scribbles “What am I, Geisha servant?” in the script 
and adds “Half” in front of “Asian” in Anna’s description.

He thinks and writes a few more lines.

INT. KITCHEN - MORNING12 12

The scene pauses on the Asian Anna, then rewinds.

Rick re-enters the kitchen, Anna is now half-Asian, preparing 
breakfast happily.  Rick approaches Anna and wraps his arms 
around her, kisses her neck.

Anna turns around, smiles.

ANNA
Hi honey, special request for your 
eggs today?

RICK
Over-easy is fine.

ANNA
What am I, your little Geisha 
servant?

Rick backs up.
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RICK
Gee. No.

Anna laughs.

ANNA
You look like you’ve just been 
shot.

Rick lets out a nervous laugh.

RICK
Phew, got me that time.

Anna shifts the egg to Rick’s plate.

ANNA
Hurry, you’re gonna be late.

INT. HOME OFFICE - DAY12.1 12.1

Brandon finishes a change in the screenplay and appears *
content. He flips the page.

EXT. GROCERY STORE - DAY13 13

Rick is walking in his auto-mechanic uniform, on his way to 
work.

Rick walks past a grocery store. LARRY, 30’s, black man in 
business attire is sitting at a table in front of the store, 
eating a sandwich and reading the newspaper. He notices Rick 
as he walks by.

LARRY
Hey Rick, running late again?

Rick turns around.

RICK
Yup, you guessed it.

LARRY
Take it easy.

RICK
You too, Larry.

Rick gives Larry a nod and continues walking, realizes 
something and stops in his tracks. He takes a few steps back 
to get a closer look. Larry doesn’t notice Rick.
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On Larry’s plate is a watermelon slice. Rick walks past the 
plate and it changes into a banana. Rick takes a few steps, 
pauses again and looks back. The banana now turns into a 
mango.

Rick continues on.

Larry reaches for the watermelon slice and realizes it’s now 
a mango, he’s unsure what to do with it.

EXT. STREET - DAY14 14

Rick turns into an alley.

EXT. ALLEY - DAY  - CONTINUOUS15 15

Two teenagers, Black and Latino, stand in the alley and looks 
at Rick as he walks by. One of them nudges the other and 
takes out a small handgun.

INT. HOME OFFICE - DAY16 16

Brandon sits up and tosses his pencil onto the table, sighs 
and shakes his head. He picks up a new pencil and writes 
something.

EXT. STREET - DAY17 17

The teenagers are now white and dressed in tattered clothes. 
One of them takes out a small handgun. Rewind.

The teenagers are now in designer clothing. One of them takes 
out a small handgun. 

They take a few steps towards Rick.

TEENAGER #1
Hey you.

Rewind. The teenagers are now teenage girls, one girl shows 
the other girl a cute, white and pink hand gun and the other 
nods. The action pauses once more.

One of the girls turn into an elderly woman, she lifts the 
gun up and points it menacingly.

ELDERLY ROBBER
Hey you.
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Rewind. The robbers are now a Black/Latino and a White 
teenager in normal teenager clothes. They approach Rick. *

TEENAGER #1
Hey you.

Rick stops and turns towards the teenagers, who are fast 
approaching.

RICK
Yeah, hi.

The teenagers are almost upon Rick, who backs up a few steps.

RICK (CONT’D)
Look, I don’t want any trouble.

TEENAGER #1
We don’t either.

Rick looks at the speaking teen, his name is SLIM and he has 
his hand in his jacket pocket.

TEENAGER #2
We just want your wallet.

RICK
Trust me, you do not want to mess 
with me.

Rick stops and assumes a martial arts stance.

INT. HOME OFFICE - DAY18 18

Brandon puts the screenplay down, he’s clearly frustrated.  
He scratches out “martial arts stance” in the script and 
breaks the pencil.

He takes a moment to process and grabs another pencil, writes 
something.

EXT. ALLEY - DAY19 19

A black Rick is now in the same martial arts stance.

RICK
Trust me, you do not want to mess 
with me.

SLIM
Karate’s not gonna do you any good, 
bro.
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Slim slips out the gun from his pocket. Rick sees the gun and 
kicks it out of Slim’s hands before he can react.  Rick 
lunges at him and they roll to the ground.

The other teenager, LENNY, takes a step back. The gun is on 
the ground.

Rick and Slim struggle, but Rick has the upper hand, he has 
Slim pinned to the ground. Rick punches him.

RICK
I told you not to mess with me, 
bro.

Lenny has picked up the gun and has it aimed straight at 
Rick.

LENNY
Get off him you fucker.

Lenny’s hands shake. Rick and Slim don’t notice him.

A shot rings out. Rick and Slim look up. The gun drops.

Rick looks down and sees a pool of blood slowly spread out 
from underneath. Slim’s head drops.

Rick struggles back away from Slim. He realizes he’s touching 
the gun and pushes it away. Lenny backs away and runs down 
the alley.

Rick sees Lenny run out. A noise is heard from behind him, 
Rick turns. A figure stands at the opposite end of the alley. 
It’s Larry from the grocery store. He stares at Rick and the 
dead body on the ground.

Rick looks down at Slim, in a pool of blood, legs twitching.

LARRY
Rick?

Rick looks up at Larry, slowly gets up and backs away. He 
runs after Lenny.

INT. HOME OFFICE - DAY20 20

Brandon is reading his script, engrossed. He flips the page.

A set of running footsteps snap him out of the story just in 
time to catch a blurred image of a teenager running past the 
window.
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Brandon puts his screenplay down, stands up to get a closer 
look. Rick rushes past the window.

Brandon takes a moment to process, then quickly grabs his 
screenplay and dashes out of the room.

EXT. BRANDON’S HOME - MORNING21 21

Brandon runs out the front door. Linda pokes her head out the 
window.

LINDA
What’s going on?

Brandon turns around.

BRANDON
Don’t worry... It’s, it’s for work.

Brandon runs off. Jenny pokes her head out.

JENNY
Where’s daddy going?

LINDA
I have no idea.

CUT TO:

EXT. RESIDENTIAL STREET - DAY22 22

Lenny turns a street corner, closely followed by Rick. 
Brandon arrives a few seconds later and looks down the 
street.

BRANDON CHAN
Hey!

Rick takes a turn and disappears around the side of a house. 
Brandon follows.

Brandon sees Rick turn into a back alleyway and chases after 
him.

EXT. RESIDENTIAL ALLEY-STREET INTERSECTION - DAY23 23

Rick runs down the alley and across a street. Brandon reaches 
the alleyway and pauses to catch his breath. Brandon sees 
Rick across the street.
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BRANDON CHAN
Hey, stop!

Rick turns and makes eye contact with Brandon. Rick runs off 
and disappears around a corner. 

Brandon runs after Rick and is almost at the street when a 
truck honks loudly and zooms past, barely missing him.

The screenplay flies up in the air, the pages split and a few 
pages scatter across the street.

The truck honks again as it drives off, the driver gives 
Brandon the finger.

Brandon gathers himself and looks down the alley. No sign of 
Rick.

Brandon kneels down and picks up the script pages around him. 
Brandon sees another car in the street, driving toward him. 
He sees his script in the middle of the street.

JENNY
I’ll help you, Daddy.

Brandon turns and sees Jenny run onto the street and kneel to 
pick up script pages, the car coming straight towards her.

Brandon rushes toward Jenny and picks her up just in time. 
The car runs over the script, sending its pages across the 
street.

Brandon holds Jenny in his arms.

JENNY (CONT’D)
Daddy! You saved me!

Brandon puts Jenny down on the sidewalk and stays kneeling 
beside her.

BRANDON CHAN
What are you doing here? You could 
have been hurt you know that?

JENNY
I just wanted to help.

BRANDON CHAN
God, you scared me. Don’t ever do 
that again you understand?

Jenny looks at the ground, silent.
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BRANDON CHAN (CONT’D)
C’mon, mom must be worried. Help me 
pick these up? But stay on the 
sidewalk ok?

Jenny nods. Brandon gets up and they start to gather the 
pages.

INT. LIVING ROOM - EVENING24 24

Crumpled script pages are stuffed in a waste basket. Jenny 
sits on the couch, watching Breakfast at Tiffany’s.

Brandon enters and joins her. Jenny laughs.

BRANDON CHAN
That wasn’t very funny was it?

JENNY
Yeah, look at his glasses, and his 
teeth!

BRANDON CHAN
Have you seen anyone like that in 
real life?

JENNY
Nope.  It’s just a movie, Daddy.

INT. HOME OFFICE - EVENING25 25

The computer is on and the printer prints. Linda pokes her 
head in, doesn’t find Brandon, leaves. 

The printer stops printing.  The camera moves toward the 
printer.

LINDA (O.S.)
Done with the re-write?

*

The camera rests on the title page, which reads “Post-
Racial”.

BRANDON CHAN (O.S.) *
Yeah, actually, I decided to start *
over. *

LINDA (O.S.) *
That quick? *
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BRANDON CHAN (O.S.)
Yeah.

LINDA (O.S.)
You think the studio will like it?

BRANDON CHAN (O.S.)
Probably not.

The camera moves to the computer screen, which reads:

(”INT. BRANDON’S HOME OFFICE - EVENING *

The computer is on and the printer prints. Linda pokes her *
head in, doesn’t find Brandon, leaves. *

The printer stops printing.  The camera moves toward the *
printer. *

LINDA (O.S.) *
Done with the re-write? *

.....”) *

End credits roll.
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Post-Racial Original Shooting Schedule

Day 1 (Sat, 2/27) Downtown Alley Backup: Sun, 2/28

7am Crew Call

7-7:30 Unload Truck, Stage/Setup

7:30 Cast and Makeup/Costume Call All Robbers, Asian Rick

7:30-7:45 Breakfast

7:45-8:30 Blocking Rehearsal

8:30-9:00 Makeup/Costume/Sound

Camera Rehearsal

9:00-9:30 Scene 14

9:30-10:00 Scene 15 Black Rick Cast Call 10:30am - robbery choreography with Slim

10:00-11:30 Scene 17 (first half) shoot Scene 17 second half if time before lunch

11:30-12:30 Lunch Robbers Wrap Except for Slim and Lenny, but invite for lunch

12:30-2:00 Scene 17 (second half) Larry Cast Call 2:00pm

Asian Rick Wraps Production Design -> Rick's Condo set up (2 or 3pm?)

2:00-5:30 Scene 19 Larry Wraps Latest by 5:30pm

5:30-6:30 Breakdown Director + DP go to Rick's Condo for prep

Day 2 (Sun, 2/28) Downtown Condo Backup: Mon, 3/1

7am Crew and Cast Call White Rick and White Anna Cast Call

7:00-7:15 Breakfast

7:15-7:45 Unload Truck, Stage/Setup

Blocking Rehearsal

7:45-8:30 Lighting and camera rehearsal

Makeup and Costume

8:30-12:00 Scene 1 White Anna break until 2pm

12:00-12:30 Lunch

12:30-1:30 Lighting and Camera Setup, Bedroom

1:30-2:00 Scene 5 1:30pm - Cast Call Asian Rick

2:00-2:15 Blocking 5.1

2:15-2:45 Light and Camera Setup, Bathroom

Makeup/Costume/Sound

2:45-3:15 Scene 5.1 White Rick Wraps, 3pm Cast Call Asian Anna

3:15-4:45 Scenes 7, 9 3:30pm - Cast Call Half-Asian Anna

4:45-5:15 Block Scenes 10 and 12

5:15-6:00 Light and Camera Setup, Kitchen

Makeup/Costume/Sound

6:00-8:00 Scenes 10, 12

8:00 Breakdown can leave equip in condo if necessary

Day 3 (Tue, 3/2) Downtown Grocery Backup: Wed, 3/3

8:30 Crew and Cast Call

8:30-9:00 Breakfast, unload truck, set up, makeup/costume

9:00-9:30 Blocking/Rehearsal

9:30-1:30pm Scene 13

wrap and breakdown lunch for those who want

5:30-8:30pm Setup Rommel's House Prod Design, DP/Dir/Prod, Grips (for furniture move)

Day 4 (Thu, 3/4) Hyde Park Intersect. Backup: Sun, 3/7

7am Crew and Cast Call Brandon, Adrienne Call

7-7:15 Breakfast

7:15-8 Unload Truck, Stage/Setup, Makeup/Costume

8:00-9:00 Blocking for Scene 23, Setup

Dir meets with DP + AD

9:00-11:00 Scene 23 - without Jenny or Rick - near miss 1 Traffic Controlled, 10:00am Cast Call Jenny

11:00-12:00 Scene 23 - with Jenny - near miss 2 Traffic Controlled

12:00-12:30 Lunch

12:30-1:00 Block/Prep for Next Scene

1:00-3:00 Scene 23 - with Jenny - near miss 2, aftermath Traffic Controlled, Jenny wraps after Scene 23, 2:30pm Bishan Cast Call

3:00-6:00 Scene 23 Leftover, Scene 22, Scene 23 with Rick 3:30pm Black Rick Cast Call

6:00-6:30 Breakdown

Day 5 (Fri, 3/5) Brandon House Backup: Sat, 3/6

830am Crew and Cast Call Brandon, Linda, and Jenny

8:30-8:45 Breakfast

8:45-9:30 Unload Truck/Stage/Setup

9:30-10:00 Director blocking rehearsal with actors

10:00-11:00 Lighting and setup

Makeup and Costume

11:00-11:30 Camera rehearsal

11:30-1:30 Scene 3

1:30-2 Lunch

2:00-3:00 Blocking/Lighting/Camera Rehearsal

3:00-4:00 Scene 24

4:00-5:30 Lighting/Set Dressing for Home Office No Actors in Scene, may want to record Scene 25 O.S. Dialog

5:30-6:30 Scene 25 Magic Hour - if time shoot inserts of script, Brandon, etc. before Scene 25

6:30-7:00 Breakdown 



Day 6 (Sat, 3/6) Brandon House Backup: Sun, 3/7

8am Crew and Cast Call Brandon only

8:00-8:15 Breakfast

8:15-9:00 Unload Truck/Stage/Setup

Director blocking rehearsal with actor

9:00-9:30 Lighting and camera rehearsal

Makeup/Costume/Sound

9:30-10:30 Scene 2

10:30-11:30 Lighting/Set Dressing/Camera Change

11:30-12:00 Lunch 12 noon Black Rick, Jenny, Linda Cast Call

12:00-1:00 Scene 20 Black Rick Wraps

1:00-2:30 Scenes 4, 6, 8, 11, 12.1, 16, 18 May be able to shoot some of these on 3/5

2:30-5:00 Scene 21 Location TBD, skeleton crew?

5:00-6:00 Breakdown Done! Wrap! Fin!
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