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Abstract 

                   
The art and science of crafting superior stories for feature film, television, and computer 
graphics productions, for both local and international purposes alike, are extremely 
important.  In the artistic sense, this is a glimpse at the key elements in creating 
successful characters, stories, and environments. In the technical sense, it is a review on 
how to write a professional screenplay, as well as a comparison between different 
mediums, methods, and styles of writing. In order to conduct this research and 
accomplish said goals, material from a variable set of sources, including work by 
acclaimed authors, as well as professional screenplays and personal experience within 
the subject was used.  The initial hypothesis that was put forth, proved in the end to 
become the overall result.  Although being a field more inclined towards art than 
science, some of the answer and results came to fall within individual conclusions and 
opinions, rather than technical facts, as writing is different in style and nature to each 
and every screenwriter.    
 
Keywords: screenplay, story, movie script, characters, animation, television,  

draft, scene, live-action, feature film, setting, environment, screenwriter.  
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1 Introduction 

 

1.1 The idea behind the research 

The magic of film-making has always been a constant inspiration of mine; the 
wonderful music, the great characters and fantastic scenes that can only be found in 
the world of movies. However most of all, I was captivated by the storytelling itself; 
the core and heart, which is the foundation upon which the quality of a movie will 
always depend. Although excellent stories have fascinated me since I was a child, the 
fascination for screenwriting was not born until I started my studies in college; more 
particularly the University of Gävle, when I became more familiar with the process 
behind and creation of feature films and 3D animated movies. As the years passed by 
and I entered the last year of the Creative Computer Graphics education, the interest 
and passion had grown substantially enough to inspire ideas of writing my very own 
screenplay. Besides that, there has been a story in the back of my mind for over six 
years, which I never precisely knew for sure if I wanted to make something of it or, if 
and when I did, in what form the story would manifest. Since that point in time, my 
writing has, of course, evolved significantly and also my experience with story 
crafting and language. However, it was only until a year ago that I initiated the reading 
and analyzing of professional screenplays from Hollywood films, and gather my 
previous material into a full, solid story. Consequently, it did not take long before the 
web became a subject for scouting out contests; especially international contests for 
screenplays written in English, as I feel still today that the Swedish language is far too 
limited and that the Swedish film industry is of little or no interest to me.             
 
With the intension and aim of studying and researching how to write a screenplay for 
movies and television, my problem formulates the following way: Within the film- 
and computer animation industries, new characters and stories are being constantly 
created. Whether it is for a game, a feature film, a TV series, or a 3D animated movie, 
there will always be the need for a structure and a plan over how the story is played 
out. The questions to solve are several. For instance: 
 

•  What lines are the characters going to have? 
 

•  What characters are going to be in the screenplay?  
 

•  How will the characters interact with each other and their environment?  
 
There are several aspects that have to work in harmony and in this type of field a 
screenplay is the key to a good story. Because no matter how good a movie may 
appear with special effects and CGI (Computer Generated Imagery), the characters 
and dialogue will always be the heart and core. This, of course, spawns more 
questions:  
 

• How do you balance characters and time elements without everything 
becoming muddled?  

 
• How do you obtain all the elements of a story to work well together?     
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Since I am currently working on my own screenplay in English that I am entering in a 
contest held in Hollywood in 2008, it felt perfect for me to continue my research 
within this field by applying it to this exam. Inevitably, all students who partake in the 
Creative Computer Graphics education are sooner or later going to need to create a 
story, whether it is a short 3D-animated movie, a short film, or game. However, not 
everyone has a clear idea on what to do or simply lack the proper experience of story-
structuring and/or character development. Therefore, I believe that this study could 
make a significant difference; perhaps not to the already established world of 
professionals, but to beginners who are interested in this subject in this program. This 
research will be based on a wide range of sources, including the renowned book 
“Story,” by Robert McKee, which is considered to be “The Screenwriter’s Bible.”  
 
Additionally, I will also incorporate information gathered from various articles by 
professionals within the screenwriting field, as well as extract technical terminology 
and formatting data off reliable web sites, such Wikipedia - The Free Encyclopedia, 
which in turn is based on other articles. Besides this, I will also apply knowledge that I 
have acquired prior to this specific exam work, linked with research I prepared for 
personal use and advantage. As numerous professional screenplays are at my disposal, 
I plan to use examples thereof, as well as from my own work. I expect to present and 
analyze enough substance to yield a result equivalent to a simple-to-understand basis 
of writing a good screenplay. This result will primarily be intended for students of the 
film and animation field, as well as individuals who are exploring this vast field for 
the first time.  
 

1.2 What is a screenplay?  

In the technical sense, a screenplay is a script or document for a movie or television 
series that includes descriptions of scenes and certain camera directions, as well as the 
dialogue of actors/characters. The screenplay is the second step in the creation of a 
movie or a television series, whereas the first step is the actual idea or brainstorming 
for such a project [3]. 
 
To know what a screenplay is, it becomes also essential to be aware of what your role 
is as a writer. Even though a screenplay provides the foundation of a film, a basic rule 
is to never exceed your job as a writer. In short, this means to be aware of the fact that 
movie-making is a collaborative effort between directors, actors, screenwriters, 
animators, set designers, make-up artists, costume makers etc. For that very reason a 
writer should never have to describe, for instance, what clothes the characters wear, 
how the actors “move around,” or how a Computer Graphic Image (CGI) shot should 
look. Hence, a screenwriter (even though obviously being creative in dialogue, 
characters and story) needs to be very consistent and formal in his or her scene 
descriptions in order to keep the screenplay as clear, concise and on-the-point as 
possible. In other words, there should be clarity in what the writer is attempting to 
convey, due to the necessity of efficient interpretation by the director and actors.  

 
As defined on Wikipedia [1], a screenplay is fundamentally, and in a more abstract 
sense, a unique literary form. It is similar to a musical score, where it is intended to be 
the basis of other artists' performance, rather than standing on its own merits. For this 
reason, a screenplay is often written using bland language when describing stage 
directions. If comparing to, for example, a novel, it bears all the same elements, except 
the writer also needs to keep in mind that what is written will possibly be on the 
screen. Therefore, it is highly logical to always imagine everything as a movie, 
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playing in your head, as you write. Furthermore, a screenplay, much like a novel, 
portrays life, fictional or reality based.  

 

1.3 The history of screenwriting 

Writing for film is potentially one of the most high-profile and best-paying careers 
available to a writer, and as such, it is perhaps the most sought after. It is increasingly 
difficult to make a living as a Hollywood screenwriter; however that does not stop tens 
of thousands of people from trying every year. The capricious nature of the film 
industry makes it possible (though improbable) for a complete unknown to launch a 
career simply by writing a commercially-appealing screenplay and getting it into the 
hands of the right people [1].  
 
In contrast to their great status in present day, screenwriters have historically had a 
low position in the film industry. Despite the fact that a screenwriter is often the 
genesis of a project, directors - not writers - frequently get their names associated with 
the films they make (as in, “a film by Mikael Stånggren”). Screenwriters usually do 
not obtain this honor, unless the screenwriter is also directing. However, the situation 
has improved dramatically as the resurgence of the independent film in the late 20th 
century produced a new rise to the idea of the screenwriter as the auteur, and creative 
generator of cinematic products. In the past few years, news of multi-million dollar 
screenplay deals is a sign of increased respect for the role of the screenwriter in film 
production [1].  
 
Recently, the Writers Guild of America (WGA), the labor union representing writers 
in the American film and television industries, has made great efforts to limit the use 
of the "a film by" title in the credits of motion pictures to preserve the respect for the 
level of inputs made by the writers [1].  
 

2 Theoretical background 

Writing a screenplay requires the creativity of a storyteller and the skills of both the 
dramatist and the filmmaker. Because of the particular combination of skills and 
standards required by the motion picture industry, many writers find screenwriting 
more challenging than writing novels or other narrative fiction [1]. Additionally, as 
screenwriting is more an art than a science, it is obviously difficult to point out any 
specific researches or theories on the subject that is being conducted as we speak, or 
has been in the past. However, there are several main screenwriting theories, which 
help writers approach the screenplay by systematizing the structure, goals and 
techniques of writing a script. The most common kinds of theories are structural. 
Screenwriter William Goldman is widely quoted as saying "Screenplays are structure."  
 
According to Wikipedia [1], the first, most basic theory of screenwriting is Aristotle's 
Poetics, which explains the Three Act Structure. The Three Acts are Beginning, 
Middle, and End, or more functionally, Setup, Complication, and Resolution. A 
common way to paraphrase the Three-Act structure is "get your character up a tree, 
throw rocks at him, then get him down out of the tree." Many screenwriters also draw 
inspiration from Joseph Campbell's Monomyth, which also employs a variation of the 
Three Act Structure. 
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Screenwriting guru Syd Field wrote the seminal book Screenplay, and posited a new 
theory, which he called the Paradigm. Others refer to it as the Three Act Structure. 
Field noticed that in a 120-page screenplay, Act Two was notoriously boring, and was 
also twice the length of Acts One and Three. He also noticed that an important 
dramatic event usually occurred at the middle of the picture, which implied to him that 
the middle act was actually two acts in one. So the Three Act Structure is notated 1, 
2a, 2b, 3, resulting in Aristotle's Three Acts divided into four pieces.  
 
Field also introduced the idea of Plot Points into screenwriting theory. Plot Points are 
important structural functions that happen in approximately the same place in most 
successful movies, like the verses and choruses in a popular song. In subsequent 
books, Field has added to his original list and students of his like Viki King and Linda 
Seger have added to the list of Plot Points. Here is a current list of the major Plot 
Points that are congruent with Field's Paradigm: 
 
Opening Image: The first image in the screenplay should summarize the entire film, 
especially its tone. Often, writers go back and redo this as the last thing before 
submitting the script [1]. 
 
Inciting Incident: Also called the Catalyst, this is the point in the story when the 
Protagonist encounters the problem that will change their life. This is when the 
detective is assigned the case, where Boy meets Girl, and where the Comic Hero gets 
fired from his cushy job, forcing him into Comic Circumstances [1]. 
 
Turning Point 1: The last scene in Act One, Turning Point One is a surprising 
development that radically changes the Protagonists' life, and forces him to confront 
the Opponent. In Star Wars, this is when Luke Skywalker's family is killed by the 
Empire. He has no home to go back to; therefore he joins the Rebels in opposing 
Darth Vader [1]. 
 
Pinch 1: A reminder scene at about 3/8’s the way through the script (halfway through 
Act 2a) that brings up the central conflict of the drama, reminding us of the overall 
conflict [1]. 
 
Midpoint: An important scene in the middle of the script, often a reversal of fortune 
or revelation that changes the direction of the story. Field suggests that driving the 
story towards the Midpoint keeps the second act from sagging [1]. 
 
Pinch 2: Another reminder scene about 5/8’s the way through the script (halfway 
through Act 2b) that is somehow linked to Pinch 1 in reminding the audience about 
the central conflict. For example, in Star Wars, Pinch 1 is the Stormtroopers attacking 
the Millennium Falcon in Mos Eisley, reminding us that the Empire is after the stolen 
plans to the Death Star that R2-D2 is carrying and that Luke and Ben Kenobi are 
trying to get to the Rebel Alliance (the main conflict). Pinch 2 is the Stormtroopers 
attacking them as they rescue the Princess in the Death Star. Both scenes remind us of 
the Empire's opposition, and using the Stormtrooper attack motif unifies both pinches 
[1]. 
 
Turning Point 2: A dramatic reversal that ends Act 2 and begins Act 3, which is 
about confrontation and resolution. Sometimes Turning Point Two is the moment 
when the Hero has had enough and is finally going to face the Opponent. Sometimes, 
as in Toy Story, it is the low-point for the Hero (Woody), and he must bounce back to 
overcome the odds in Act 3 [1]. 
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Showdown: About midway through Act 3, the Protagonist will confront the Main 
Problem of the story and either overcomes it, or come to a tragic end [1]. 
 
Resolution: The issues of the story are resolved [1]. 
 
Tag: An epilogue, tying up the loose ends of the story, giving the audience closure 
[1]. 
 
Perhaps the most daunting theory of screenwriting comes from Pulitzer Prize-winning 
screenwriter David Mamet, who has advised that a screenwriter should simply read 
Aristotle's Poetics and write a lot until they become good at it. Professional 
screenwriters often recognize the importance of learning about style, craft, and 
structure by reading the screenplays of popular movies [1]. 
 
The time necessary to write a screenplay varies widely upon the writer and the 
circumstances. Professional television writers frequently are called upon to write an 
hour-long script in less than a week. Some major movie scripts have literally taken 
years of rewrites before they are ready. Most professional writers can complete two to 
three original screenplays in a year [1].  

 
 
 
 

                                   
 
                                     Figure 1. Official poster for the movie Toy Story (1995). 
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3 Development of a screenplay 

A screenplay will always have fundamental elements which, like any other story, can 
be separated into several basic segments or aspects of writing. Including technical 
issues and keys to a successful way of writing, below is presented an objective look at 
the development of a screenplay.  
 

3.1 Story 

In the words of screenwriter guru Robert McKee [2], “No film can be made to work 
without an understanding of the reactions and anticipations of the audience. You must 
shape your story in a way that both expresses your vision and satisfies the audience’s 
desires. The audience is a force as determining of story design as any other element. 
For without it, the creative act is pointless...A story is not only what you have to say 
but how you say it. If content is cliché, the telling will be cliché. But if your vision is 
deep and original, your story design will be unique. Conversely, if the telling is 
conventional and predictable, it will demand stereotypical roles to act out well-worn 
behaviors. But if the story design is innovative, then settings, characters, and ideas 
must be equally fresh to fulfil it. We shape the telling to fit the substance, rework the 
substance to support the design.” 
 
Therefore, what makes a story good? Present this question to screenwriters or regular 
movie-goers, and most likely end up with a variety of answers, even though their 
response ought to be the same on a fundamental level. If asking the screenwriter 
behind the web page http://www.screenwriting.info [3], the answer is that the movies 
loved most featured characters that swept you up, who captivated your emotions, and 
obtained your involvement. The audience viewing a movie not only wants to be 
interested in and care about the people they see on the screen. They want to be 
passionate about them, whether they like them or not. Great heroes and heroines 
inspire us; great villains make us want to jump into the screen! There is always 
something at stake in a good movie. Not just something someone wants, something 
that must be acquired, no matter what the risk, as in Indiana Jones and the Raiders of 
the Lost Ark. Or something highly desired by as many main characters as possible, like 
the small black statue in The Maltese Falcon. Sometimes it can be an intangible thing, 
like the freedom of a people in Lawrence of Arabia or Gandhi. All these things drive 
the character's quest, even gives the hero superhuman strength. It can be something 
personal (romance) or for the good of all (saving the world from aliens) but it must be 
powerful and grow more desperate as the story unfolds.  

 
As you may have noticed though, these examples above are all old classics, and may 
be harder to relate to for a younger generation. If we look at more modern films, such 
as Pirates of the Caribbean: The Curse of the Black Pearl, we see that such character 
quests have not altered significantly with time. For instance, what in said film drives 
the pirate character Jack Sparrow are several aims, some revealed and some hidden 
until the very end; the first of which is to recapture his ship, The Black Pearl, which 
has been stolen by pirates whom have previously betrayed him. He also shares a 
common goal with said villains (or antagonists if you will), which is to lift a curse 
bestowed upon them all by a forbidden treasure. Against improbably odds, he allies 
himself with a young blacksmith, named Will Turner, whose own mission is of the 
more personal kind: to save Elizabeth, the love of his life, who has been kidnapped by 
the very same pirates that Jack are after. The point is, all characters, whether it be in 
an old classic like The Maltese Falcon, or popular block-busters like the three Pirates 
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of the Caribbean films, each have a specific objective. The objective can be something 
that both the protagonist(s) and the antagonist(s) have in common, or something that 
lies completely in contrast with each other. An example of this is the kind of the 
stories where the protagonist(s) sets out to save a certain person, while the 
antagonist(s) might have an objective of much larger scale in mind, such as 
conquering a kingdom or the entire world.  
 
There are always obstacles, which provide that catchword that actors love so much -- 
conflict. This is the heart of drama. Someone wants something and people and things 
keep getting in the way of them achieving the goal. At times, the obstacles can be 
common to both the hero and villain, and the ultimate goal a laudable one for both 
parties, as in Jingle All The Way. In that film, Arnold Schwarzenegger and Sinbad 
battle to achieve the same goal--the acquisition of the last popular action figure for 
sale that Christmas season. Both of them have promised their son, and they must not 
fail. Conflict and obstacles can be physical or emotional. But they have to be in your 
story or you do not really have a story. In most good stories, the protagonist will also 
have an inner obstacle, some mental or even spiritual problem, which will be resolved 
by the time she/he reaches the outward, physical goal of the story. Some people call 
this inner demon a "ghost," while others call it a "wound” [3].  
 
You need a hook. That is a song writing term that describes that thing that catches the 
public's attention. A popular Hollywood term is a "high concept." A better idea might 
be a simple "What if?" In Galaxy Quest, for example, the concept is "What if the 
washed-up actors from the crew of a cancelled but still popular sci-fi TV show are 
pressed into a real war in space by aliens who think the TV show broadcasts they 
received were documentaries?" A good enough "what if?" will set your script apart 
from the pack. It is why people will leave the comfort of their homes and plunk down 
their hard-earned bucks at the local Cineplex. Furthermore, Hollywood buys genres. 
Agents, managers, and producers are drawn to and specialize in specific genres so 
approaching them with something they can recognize is a good idea. Successful 
stories have a fresh face but are identifiable. You know what makes your idea unique, 
but can you describe it quickly to others? Is it a fast-paced thriller, romantic comedy, 
action adventure? These are all questions that are essential to keep in mind [3].  
 
Looking once more to McKee [2], his take on the subject is the “Story is about 
thoroughness, not shortcuts. From inspiration to last draft you may need as much time 
to write a screenplay as to write a novel. Screen and prose writers create the same 
density of world, character and story, but because screenplay pages have so much 
white on them, we are often misled into thinking that a screenplay is quicker and 
easier than a novel.” 
 
While Robert McKee makes an excellent representative of the Western gurus of story 
crafting, I have also come to look at the work of an equal front figure from the East, 
namely Andrei Tarkovsky. According to Wikipedia [1], Tarkovsky was a Russian 
Soviet film director, opera director, writer and actor. He is generally regarded as the 
foremost important and influential filmmaker of the post-war Soviet era in Russia and 
one of the greatest in the history of cinema. In his book Sculpting in Time [4], 
Tarkovsky speaks as eloquently about art as he does faith and philosophy. To him, his 
subject —the unique ability of the cinematic image to touch the soul and inspire 
spiritual improvement — is quite literally a matter of life and death. "The goal for all 
art," he writes, "unless of course it is aimed at the ‘consumer’, like a saleable 
commodity, is to explain to the artist himself and to those around him what man lives 
for, what is the meaning of his existence. To explain to people the reason for their 
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appearance on this planet; or if not to explain, at least to pose the question." And 
again: "The aim of art is to prepare a person for death, to plough and harrow his soul, 
rendering it capable of turning it to good."  
 
For Tarkovsky [4], the greatest challenge associated with developing a script is 
maintaining the integrity of the film's inspiration — "it almost seems as if 
circumstances have been deliberately calculated to make [the director] forget why it 
was that he started working on the picture." For this reason, he argues that the director 
must also be the writer, or he must develop a partnership that is founded on complete 
trust.  

 
“Perhaps the meaning of all human activity lies in artistic consciousness, in the 
pointless and selfless creative act? Perhaps our capacity to create is evidence that we 
ourselves were created in the image and likeness of God?” — Tarkovsky [4] 
 

 
 

 

                        
 

                Figure 2. Cover of the book Story, by                     Figure 3. Cover of the book Sculpting in  
                Robert McKee (1995).                                             Time, by Andrei Tarkovsky (1989).  
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3.2 Characters 

Whether it is for animated films or standard features, it is very important to develop 
the characters thoroughly for the viewers who will be relating to them. Characters, 
especially major characters, should be original and interesting [1]. One of the best 
ways to form a character is to simply look at real life people who are interesting or 
who represents an emotion or character archetype. A very good example is the lovable 
and original character of Jack Sparrow, played by Johnny Depp in the Pirates of the 
Caribbean movies. Now, even though this was not planned for in the actual 
screenplay, Johnny based the personality of his character on the Rolling Stones star 
Keith Richards, to hilarious and very popular results. He drew inspiration from a real 
life person, in this case a flamboyant rock star, and formed that into a memorable 
pirate that surely have made a great contribution to the success of the Pirates of the 
Caribbean trilogy.  
 
Hence, the lesson is, when conjuring a new character from scratch, think first of what 
his or her role should be in the story (for example: villain, hero, relative, parent etc.) 
and then what attributes and personality should be the character’s trademark and 
motivator (for example: hateful, flamboyant, comical). Characters, like real people, 
are not in black and white. There is no pure evil and no pure goodness, but a vast grey 
zone that consists of countless of sub layers; some more inclined for good and some 
more inclined for evil, but always complex in nature. Therefore, once you have 
decided this basis for the character, search in your mind for who in your own life 
might be closest to that personality. Think of your friends, your family, people you 
have met and your life experiences. There is a significant amount of inspiration, if not 
the best kind, to draw from everyday occurrences. It has been said and written many 
times over, that your best writing truly comes from the heart and first hand 
experiences.  
 
One issue I personally found very compelled to learn, was how to introduce a 
character in a screenplay. The reason I found this so interesting was due to the fact 
that, in contrast to a novel, the description of character in a screenplay, needs to be 
very consistent and short in form, yet still provide a clear idea of who is the character.  
Displayed on following pages are a few examples of character introduction, some of 
which are extracted from professional screenplays and one of which is a scene from 
my own screenplay (which I am yet to provide a definitive title). Note that these 
extracts are in accordance with the standard format of professional screenplays.  

 
 
A scene from Pirates of the Caribbean: Curse of the Black Pearl [5]:  

 
 

EXT. PORT ROYAL - HARBOR - DAY 
 
The skeletal remains of four pirates, still clad in buccaneer 
rags, hang from gallows erected on a rocky promontory. There is 
a fifth, unoccupied gallows, bearing a sign: 

 
PIRATES - YE BE WARNED 
 
The top of a billowing sail passes regally in front of them.  
On the landward face of the sail, apparently high in the 
rigging, is a man for whom the term 'swashbuckling rogue' was 
coined: Captain JACK SPARROW. 
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A scene from the action movie Gladiator [6]:  
 
 
EXT. WAGON - DAY 
 
Mist momentarily obscures a man's face.  Frozen breath. 
The man is in his 20's, imperious and handsome.  He is 
swathed in fur, only his face exposed.  He is COMMODUS. 

        
       He glances up. 
 
                                COMMODUS 
                 Do you think he's really dying? 
 
       The woman across from him returns his gaze evenly.  She  
       is slightly older, beautiful and patrician.  A formidable 
       woman. She is LUCILLA. 

 
 
 
A scene from the animated movie Antz [7]: 
 
 

       INT. MOTIVATIONAL COUNSELLOR'S OFFICE - DAY 

 
       We join Z, a worker ant with issues.  He's lying on a  
       couch, recounting his woes. 
 
                         Z 
               I feel...isolated.  Different.  I've 
               got abandonment issues.  My father 
               flew away when I was just a larva. 
               My mother didn't have much time for 
               me...when you have five million 
               siblings, it's difficult to get 
               attention. 
                      (pause) 
               I feel physically inadequate -- I've 
               never been able to lift more than ten 
               times my own weight.  Sometimes I 
               think I'm just not cut out to be a 
               worker.  But I don't have any other 
               options.  I was assigned to trade 
               school when I was just a grub.  The 
               whole system just...makes me 
               feel...insignificant. 
 
                         MOTIVATIONAL COUNSELLOR 
                      (enthusiastic) 
               Terrific!  You should feel 
               insignificant! 
 
       For the first time, we see the ant MOTIVATIONAL COUNSELLOR. 
       He's a mixture of Tony Robbins and Ron Popiel (the 
       hyperactive late-night TV huckster, and founder of "Ronco"). 
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A scene from my own screenplay: Untitled. 
 
 
INT. SCHOOL - 2ND FLOOR CLASSROOM - MORNING 
 
Seth and Garbus sneaks quietly into the room, then hurries to 
their seats as there is no sign of their teacher. Mere seconds 
afterwards, a small door is opened from the back of the room; 
in arrives JEFOS AHRCRAINE, a grizzled and respectable man in 
his 50's. He is dressed in authoritative, almost military-
resembling clothing, practically covering up battle scars on 
his body. Jefos appears slightly frustrated, carrying a bundle 
of documents under his right arm. 
 

 

As for all the extracted examples, there are two major points here that are important to 
remember: first of all, in introducing a character - regardless of it being a live-action-
or animated feature - a new character’s name is always EMPHASIZED. Secondly, as 
you may most likely have noticed, the character descriptions are always very short and 
summarized in nature. This is no coincidence, since (as mentioned previously) such 
descriptions are required to be as concise and clear as possible, while still allowing the 
character to come alive on paper. The reason behind this is quite logical: a screenplay 
can essentially be compared to writing a manual for any technical product; meaning if 
the descriptions are written in a too poetic or abstract fashion, it will be a tedious 
process for the director (and his staff concerned) to make head and tails of it and to 
interpret the text properly. Even so, there is still a need to capture the essence of what 
you are aiming to describe, in order for the readers of the screenplay, therein the actors 
in particular, to acquire a good idea of the character. For example, in the extract from 
Gladiator, the female character Lucilla is described through merely four attributes:  
 
“She is slightly older, beautiful and patrician. A formidable woman.”  
 
Choosing the right adjectives is vital in creating the basis for the character, which is 
why - even though you may have already thought out a very complex character with a 
great number of attributes - you must think through which of those attributes are most 
profound to the character. As for the scene from my own screenplay, I chose to use 
four basic adjectives for describing my character Jefos Ahcraine:  
 

• “Grizzled”; in this case meaning his hair is streaked or tipped with gray, 
which gives some information about his appearance (it is not necessary to be 
too detailed about this, since it could be hurtful for the casting process, which 
is rarely something the writer can affect anyway) 

 
• “Respectable man;” which defines his social status.  

 
• “In his 50’s;” which defines his age.  

 
• “Dressed in authoritative, almost military-resembling clothing, practically 

covering up battle scars on his body;” which once more highlights his social 
position, while also indicating his background as a military officer and 
experience of war and battle.  
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Certainly, there are a thousand ways to do this. What is important to acknowledge, 
however, is that a character, much like real-life people, is not truly defined by his/her 
appearance, but rather by his/her actions, choices, and words. By “words,” I of course 
refer to dialogue or monologue, where dialogue means a conversation between two or 
more characters and monologue is when a character speaks to himself or the audience. 
It is in the dialogue where I would say a screenwriter holds the greatest freedom, as it 
is scarcely limited to any rules. Preferably, however, it should sound as natural as 
possible, in accordance with where and when it is played out. Hence, if the story is set 
in the 17th century, it is desirable for the characters to talk similar to that era. That is, if 
the writer wants to score points for believability. A good example is director Peter 
Jackson’s adaptation of J.R.R. Tolkien’s The Lord of the Rings to the big screen, 
where he chose to maintain the solemn language that permeates the books. Evidently, 
this worked remarkably well, as it not only respects the author’s original material, but 
also gives the films a sense of ancient culture (although obviously a work of fiction 
and fantasy), which speaks to and enthrals the audience in a way that would not have 
been possible with modern dialogue. On a different note, but still remaining within the 
realm of dialogue, I have also come to learn that the judges of the Page Awards - the 
screenwriting contest, in which I am to submit my own screenplay - have revealed that 
when they decide who goes through to the next rounds of the contest, they (among 
many other elements) scout for [8] “voices that are natural, succinct, and unique to 
each character, use of language that effectively reveals character and moves the story 
forward. Screenplays with plain, one-dimensional characters are quickly discarded and 
removed.”  

 
 

 

                           
 
    Figure 4. Official poster for the movie Pirates                            Figure 5. Official poster for the movie Gladiator 
      of the Caribbean:Curse of the Black Pearl                                 (2000).  
     (2003). 
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3.3 Setting and environments 

Absorb, analyze, master, and apply. These are the four steps I personally find useful 
when digesting professional screenplays, which, of course, also goes for the study of 
settings and environments. For although story and character can be deemed as the 
most essential issues to a screenplay, writing a good setting can be just as hard, 
especially if (as in my own situation) English is not your first language, which would 
create an additional barrier. The most common problems is not linked with where the 
scene should take place, nor when, but rather how to convey the look and feel of the 
place itself, without landing in a realm of too much or too little detail. Also, portraying 
scenery that the screenwriter has never actually been to (for example a tropical rain 
forest), makes for an even harder task. Of course, the screenwriter never has to be 
100% accurate (unless depicting an historical event, where one would make certain to 
obtain all the facts correctly). However, he/she should always be aware of the essence 
of a place in mind, if not all the details. To master this, the best way is probably (if not 
being able to explore such an environment in real life) to analyze other screenplays 
that embrace such information. Since all of these descriptions vary in style, length, and 
form, it is up much up to the individual screenwriter how he/she wants to build up a 
scene. Furthermore, such liberties may even be greater when creating an entirely 
fictional setting, which is why I in this case will let the examples and extracts speak 
for themselves:  

 
 

               A scene from the adventure movie The Mummy [9]:  
 
 
       EXT. CAIRO - DAY 
 
       Cairo, a city so old the stars have actually changed their  
       positions in the sky since it's birth. A city teeming with  
       every form of life. A strange, mysterious, wonderful city. 
 
       WE SUPERIMPOSE it's name across the SCREEN: 
 
                                  CAIRO 
 
       INT. CAIRO MUSEUM OF ANTIQUITIES - DAY 
 
       Deep in the bowels of the museum lie the STACKS. Rows upon  
       rows of towering bookshelves. Filled with literature on the  
       Antiquities. Standing at the top of a tall ladder between  
       two of these rows and leaning against one of the bookshelves,  
       is a rather uninteresting British GIRL: eye-glasses, hair-in-  
       a-bun, long boring dress, your typical prudish nightmare. 
 
       This is EVELYN CARNARVON. We're going to fall in love with  
       her. 
 
       Evelyn pulls a book out from a stack under her arm, blows  
       the dust off it, then places it on a shelf with other books  
       whose titles all begin with the letter "O". Then she grabs  
       another book out from under her arm and reads the title. 
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               A scene from the adventure classic Indiana Jones: Raiders of the Lost Ark [10]:  
 
 
       EXT.  PERU - HIGH JUNGLE - DAY                           
 
       The dense, lush rain forests of the eastern slopes of 
       the Andes, the place known as "The Eyebrow of the Jun- 
       gle".  Ragged, jutting canyon walls are half-hidden by 
       the thick mists. 
 
       The MAIN TITLE is followed by this: 
 
                                  PERU 
                                  1936 
 
       A narrow trail across the green face of the canyon.  A 
       group of men make their way along it.  At the head of 
       the party is an American, INDIANA JONES.  
 
   
 
               A scene from the adventure classic Star Wars Episode V: The Empire 
               Strikes Back [11]: 
 
 
       EXT. SPACE - DAGOBAH -  LUKE'S X-WING 
 
       The X-wing continues its flight through the twilight above the 
       cloud covered planet. 
 
       INT.  LUKE'S X-WING - COCKPIT 
 
       Luke sees the cloud race by as he takes his craft closer to the     
       planet. He must operate his controls carefully since the cloud  
       cover has completely obscured his vision.  An alarm buzzes in  
       the background, Artoo beeps and whistles frantically. 
 
     LUKE 
    (into comlink) 
   I know, I know!  All the scopes are  
   dead.  I can't see a thing!  Just  
   hang on, I'm going to start the  
   landing cycle... 
 
       The blast of the retrorockets is deafening, drowning out Artoo's  
       electronic squeals.  Suddenly, there is a cracking sound as if  
       limbs were being broken off trees and then a tremendous jolt as 
       the spacecraft stops.  Luke pulls a switch and his canopy pops 
       open. 
 
       EXT. DAGOBAH - DUSK 
 
       The mist-shrouded X-wing fighter is almost invisible in the thick        
       fog. Luke climbs out onto the long nose of the spacecraft as Artoo   
       pops out of his cubbyhole on the back.  The young warrior surveys   
       the fog, which is barely pierced by the ship's landing lights.  
       About all he can make out are some giant, twisted trees nearby.     
              Artoo whistles anxiously. 
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3.4 Mediums and the differences there between 

Another aspect to writing a screenplay is the difference between writing for television 
and writing for feature films, which in turn can be separated into animated movies and 
live-action. As for studying the latter, there is indeed a contrast between writing for 
3D-animated characters (such as the ant Z in Antz) and writing for real-life actors 
(such as the characters Commodus and Lucilla in Gladiator). If comparing the extract 
from Antz to the other samples, immediately it can be seen that the formatting is 
practically the same, as well as the style of writing. However, when looking at the 
description of the animated characters, it becomes apparent that the focus tends to lean 
towards personality, whereas in a live-action movie the focus falls upon physical 
appearance. Taking a moment to consider why that is so, one might soon gather, as I 
did, that describing a human character is naturally different from describing one that is 
animated, simply due to the fact that the physical appearance of an animated character 
can go in any direction, whereas a human character is pretty limited. Also, in the 
creation of an animated feature, the power of character design is something that is 
mainly shouldered by the visual artists and supervisors, rather than the writer himself. 
That, however, does not necessarily exclude the director from participating in that 
particular process, as he/she is bound to have the final word in all decisions, unless 
he/she intentionally chooses to put that responsibility on the artists alone. The 
specifics for these kinds of dynamic work relationships, however, can only be 
speculated.  
 
In a 3D-animated feature, the actors only have to use their voices, which is why good 
dialogue is very important and why much of the movie’s overall quality relies on the 
commitment by these voice actors. Writing for an animated feature is also less limited, 
in the sense there is not much thinking of exceeding any budgets. An action shot is 
most often less expensive to produce, as opposed to doing the same thing in real life, 
with real material and props (i.e. a major car crash or something very similar). 
Anything can be done with Computer Generated Imagery (CGI) these days, which 
gives movie-making a whole new dimension of freedom. Where many directors and 
producers go wrong though, is building the skeleton of a film solely on superficial 
elements and special effects, and expect that to hold.  
 
The most successful animated movies are those that respect the intelligence of the 
audience, and that are built on strong characters and dialogue that adults and children 
can enjoy equally, without either one walking out of the theatre feeling confused or 
disappointed. It is tricky, but movies like Shrek, Finding Nemo, and Toy Story proves 
that it can be done. What are common for these films is that they also tend to sneak in 
clever parodies and spoofs of others films, which children may find funny on one 
level, whereas adults, who realises what they are subtly or unsubtly parodying, can 
enjoy it at a whole other level. A healthy mix is always the way to strive for in this 
particular genre.  
 
As I have come to discover during this research, the difference between screenplays 
written for feature films and screenplays written for TV productions is not much 
greater than that between an orange and a mandarin; the orange may be larger in size 
(in similarity to the financial budget) and taste a little differently, but in general they 
appear very much alike. To underline this fact, I have extracted two full pages from a 
script for an episode of the popular television series South Park [12]. 
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Episode 109 
 

"STARVIN MARVIN" 
 

by 
 

Trey Parker 
 
                 
 
EXT. CARTMAN'S HOUSE - NIGHT 
 
Establishing. 
 
INT. CARTMAN'S HOUSE - NIGHT 
 
The boys are all gathered on Cartman's couch watching  
television. They are all laughing. 
 
                                     STAN 
                         That was awesome!! 
 
                                     KYLE 
                         Yeah! 
 
Cartman's mother steps in front of the T.V. 
 
                                     MS. CARTMAN 
                         Would you boys like some cheesy poofs? 
 
                                     CARTMAN 
                              (Pissed) 
                         Get out of the way, mom! The Terrance  
                         and Phillip Thanksgiving special is  
                         on!! 
 
                                     MS. CARTMAN 
                              (Walking away) 
                         Sure hon. 
 
                                     CARTMAN 
                              (Calling after her) 
                         And yeah we want cheesy poofs!! 
 
ANGLE - TELEVISION 
 
EXT. PLYMOUTH - DAY 
 
Terrance and Phillip, wearing pilgrim hats, stand in front  
of a boat. 
 
                                     PHILLIP 
                         Hey Terrance, looks like this might  
                         be a good place to start a new colony. 
 
                                     TERRANCE 
                         It sure does Phillip. Nobody will  
                         oppress our religion here! 
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Terrance farts loudly on Phillip. 
 
                                     PHILLIP 
                         OH!! YOU STAINED MY PILGRIM HAT,  
                         BUTT PIPE! 
 
INT. CARTMAN'S HOUSE - NIGHT 
 
The boys all laugh merrily, now surrounded by bags of cheesy  
poofs. 
 
                                     CARTMAN 
                         Did you guys see that?! That was  
                         sweet! 
 
ANGLE - TELEVISION 
 
                                     NARRATOR 
                         Coming up next on The Terrance and  
                         Phillip Thanksgiving Special, Phillip  
                         farts on Terrance and laughs! 
 
                                     KYLE 
                         Oh, Cool! 
 
ANGLE - TELEVISION 
 
                                     NARRATOR 
                         And now a word from our sponsor. 
 
A commercial begins. An image of desolate, barren land. 
 
                                     FEMALE VOICE 
                              (Voice over) 
                         Here in the heart of Africa, children  
                         are dying. Not from disease or war...  
                         but from hunger. 
 
An image of starving kids with flies all around them. 
 
                                     FEMALE VOICE 
                         I'm Sally Struthers... 
 
Sally steps in front of the camera; a big, fat pig. 
 
                                     SALLY STRUTHERS 
                         These children are in desperate need,  
                         and only you can help. 
 
                                     STAN 
                         Hey, who's that fat chick? 
 
                                     KYLE 
                         Sally Struthers, dude. She used to  
                         be on Full House. 
 
                                     STAN 
                         Oh. 
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3.5 Technical aspects 

Reading a screenplay for the first time can be somewhat confusing, even if the reader 
understands perfectly well what is transpiring in the scenes. Screenwriting comes with 
its own set of terminology and technical principles, which I will here present as 
according to the guidelines found on Wikipedia [1].  
 

3.5.1 Format 

A screenplay has very rigid set of standardizations in place, beginning with proper 
formatting. These rules are in part to serve the practical purpose of making 
screenplays uniformly readable "blueprints" of movies, and also to serve as a way of 
distinguishing a professional from an amateur --- if a screenplay does not follow the 
simple rules of formatting, it is generally disregarded as a lesser product, regardless of 
content. Most screenplays are expected to be written in 12 point Courier or Courier 
New typeface, with no bolding or italicizing [1].  
 
The Courier 12 font is used for timing purposes. One script page in Courier 12 roughly 
averages 1 minute of onscreen film time. Experienced readers can detect a long script 
by merely weighing the stack of paper in their hand [3].  
 
Note: In this research paper, I have used the Courier 10 font for the extracts and 
examples, which was mainly in order to adapt to the size of the rest of the text. Also, 
this particular font size has been used in some of the professional screenplays that I 
have obtained samples from.  
 

3.5.2 Title Page 

A screenplay has very rigid set of standardizations in place, beginning with proper 
formatting. The title page of the screenplay is the first clue to a producer, weather you 
are either a professional or an amateur. The title should be about 20 lines down the 
page and either underlined or in quotation marks. Two lines down, in the same font, 
should be the words "Written By," "Adapted From (insert title here)," or just plain 
"By." In the bottom corners put contact information, as well as any copyright 
information. Some writers are tempted to insert eye-catching fonts or images on the 
title page, however such deviation from industry standards is seen as unprofessional 
and not recommended [1]. 
 

3.5.3 Scene Headings 

Scene headings (or slug lines) define the beginning of a new scene in a screenplay. 
They either begin with "EXT." --- if the scene is an exterior, or takes place outdoors --
- or "INT." --- if the scene takes place indoors. Following this descriptor, the name of 
the location of the scene should appear in all caps (example: "BOB'S PLACE"). This 
is followed by a space, a hyphen, another space, then the time of day (example: " - 
DAY," " - NIGHT," " - EVENING," etc.). The finished heading should read 
something like "INT. HOUSE – DAY." Scene headings have a margin of 1.5 inches 
(37 mm) from the left, 1 inch (25 mm) from the right [1]. As for scene numbering, it is 
rare to find a "spec script" (the one written by a screenwriter, before it is sold) with the 
scenes numbered. This is a tool added later in the production as the "spec script" 
becomes a "shooting script." The numbers are generally found immediately to the left 
of the scene heading [1]. 



     
 

  23
  
  

 
 

3.5.4 Action 

Two lines below the scene heading and with the same margins, the action begins. 
Action describes what can be seen on the screen, and is always in present tense. Here, 
screenwriting varies most from standard fiction writing, in that elaborate prose 
describing the feelings of a character is to be avoided. When introducing a character, 
the character's name should appear in all caps (example: "Bob turns and sees JOAN, 
whom he has never seen before."). Afterwards, capitalize according to standard 
grammar [1]. 
 

3.5.5 Dialogue 

In screenwriting, dialogue refers to anytime a character is speaking, even if it is a 
monologue. A dialogue "cue" is the name of the character speaking, with a margin of 
4.2 inches (107 mm) from the left of the page. The name should be in capitals letters 
in cues. Unless there is a parenthetical (see below), dialogue is placed one line below 
the cue. The standard length of a dialogue line is 35 characters starting at 3.1 inches 
(79 mm). Hyphenation of words in a dialogue is frowned upon. Dialogue is very 
important to the film industry, because there are no written words to explain the 
characters or the plot; it all has to be explained through dialogue and imagery. If the 
script has weak dialogue, there is a good chance it will lose a reader's or viewer's 
interest. Make the dialogue sharp, snappy, and easy to follow [1]. 
 

3.5.6 Parentheticals 

To show minor actions or revealing body language, a parenthetical, or subtext, is 
placed after the cue and either above or within the dialogue, within rounded brackets. 
e.g.: 
 

                                       FREDDY 
                            I can get a better price. 
                                (to Megan) 
                            Let's bounce! 
 

The margin for parentheticals is 3.7 inches (94 mm) left, 1 inch (25 mm) right. Many 
script readers prefer limited use of parentheticals. They are also looked upon 
unfavorably by actors and directors, especially when they become too specific about 
emotions or actions [1]. 
 

3.5.7 Transitions 

Transitions are short descriptions describing how the film will move from one scene 
(or image within the scene) to the next. They are justified to the right side of a 
properly formatted screenplay, and followed by a colon. Some of the most common 
transitions seen in screenplays are [1]: 
 
CUT TO: - Indicates a direct transition (cut) to a new scene, or to a new shot within a 
scene. If a scene header follows the cut, this transition is usually omitted. 
 
DISSOLVE TO: - Indicates a dissolve, where one scene gradually fades into another. 
Dissolves are commonly used to indicate the passage of time. 
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INTERCUT WITH/INTERCUT BETWEEN: - Indicates that a sequence of cuts back 
and forth between two scenes is about to begin. Subsequent transitions between the 
two scenes are indicated with the transition BACK TO: Intercuts are commonly used 
when portraying telephone conversations, or to contrast action taking place in two 
locations at the same time. 
 
Intercut example: 
 

       INT.  ADULT BOOKSTORE -- DAY -- INTERCUT  
 
       Max is on the phone by the register, ringing purchases.  
 
                                MAX 
                          (into phone) 
                    Dino Velvet... yeah, he's like the 
                    John Luc Godard of S+M flicks, 
                    supposed to be a real weirdo.  
 
                                WELLES (V.O.) 
                          (from phone) 
                    A weirdo making S+M films?  Who'd 
                    have thought it?  
 
                                MAX 
                          (into phone) 
                    His stuff comes out of New York.  
             
                                WELLES (V.O.) 
                    Specialty product. 
 
 

3.5.8 (V.O.) and (O.S.) 

In the previous sample, one thing to be noted in particular is the abbreviation "(V.O.)" 
in the dialogue captions. This abbreviation stands for "Voice Over" and means that the 
speech involved does not come directly from the scene but over the top of the 
soundtrack. This abbreviation is most often used in script utilizing narration. Another 
common abbreviation is "(O.S.)," which means, "Off Stage." Although this may seem 
to serve the same function as "(V.O.)," it does not. "(O.S.)" is commonly used when 
someone in the scene is speaking, but is not on camera at the moment. For example, 
there might be a scene showing two people talking as an unseen third calls to them 
from outside. The unseen caller's dialogue caption would then include the (O.S.) 
abbreviation, as follows [13]:  
 

LISA (O.S.)  
Are you two coming or what?  

 

3.5.9 Imagery 

Imagery can be used in many metaphoric ways. In The Talented Mr. Ripley, the title 
character talked of wanting to close the door on himself sometime, and then, in the 
end, he did. Rain is commonly used to express a character feeling depressed, while 
sunny days promote a feeling of happiness and calm. Use imagery as an advantage to 
sway the emotions of the audience and to clue them in to what is happening [1]. 
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3.5.10 Plot 

While the story is what will be told (narrative), the plot is how the story will be told 
(narration). This vocabulary is not indisputable, though. Sometimes in literature story 
and plot are used exactly the other way round. Develop the plot before beginning 
work, write a treatment (an outline for a film) and follow it, but feel free to branch out 
in other directions if it would make the script more interesting [1]. 
 

3.5.11 'Beats' 

A beat is a pause in dialogue. Below a line of dialogue the screenwriter would write 
(beat) and then enter down to the next line and type the dialogue after the pause. 
Overuse of beats is generally considered amateurish. Often nowadays, as 
screenwriting format is somewhat changing, many Hollywood readers do not like to 
see beats at all. Instead, the writer could place a line of action which would still offer 
the moment's pause for dramatic effect. A character could be talking, then take a sip of 
what he/she is drinking and continue [1]. 

 
 

                                        

                               Figure 6. Official poster for the movie The Talented Mr. Ripley (1999). 
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3.6 Writing what you know 

One of the most basic rules, or rather to say recommendations, of screenwriting is 
“Write what you know.” You will find this hint, in some way or form, in practically 
every piece of literature on screenwriting. Mainly, it is common sense and underlines 
the fact that writing is as much an art form as a responsibility to the audience who will 
view the finished film.  
 
In similarity to other aspects within film creation, such as the directing, acting and 
scenery, the writing is a big key to the believability of the story. Therefore, 
screenwriters are encouraged to focus on what they know or have an absolute clear 
idea before they put their ideas or stories on paper. For instance, in writing a movie 
about space flight, such as Apollo 13, it is important to be certain to have the correct 
facts and to do plenty of research well beforehand. Also, it is crucial to talk to 
someone who has experience within the field, which in this case could be someone 
who works at NASA or is or have been an actual astronaut.  
 
Personal experience is always the best foundation of all. Secondly, as a screenwriter 
one should always try to live into the roles you are writing, even if they are in contrast 
to your own life or personality. Reading out the characters lines with friends, and 
switching around the roles can be as fun as it can be educating. For what may appear 
good on paper may not turn out as intended or work on the screen, which will become 
evident when you as a writer read out the lines. It is a profound method to separate 
what lines sound natural from the one that does not.  

 
 

 

                                   
 

Figure 7. Official poster for the movie Apollo 13 (1995). 
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4 Screenwriting in Sweden 

 
As shortly described in the introduction of this paper, there were two primary target 
audiences/beneficiaries for this research: one was obviously myself, with the intension 
to extend my wisdom in the field, in order to become more prepared as a writer in time 
for the Page Awards [8]. The other, also the main beneficiary, would be students in the 
Creative Computer Graphics education. Therefore, it would be necessary to also have 
a look at screenwriting here in Sweden, to provide a basic idea of factors such as 
academic education (Dramatiska Filminstitutet), copywright (Protecting your work), 
as well as include a vital selection of links to useful websites and an example from a 
professional Swedish screenplay.  
 

4.1 Dramatiska Filminstitutet 

One of the most essential foundations for education in film-making and screenwriting 
(among many other things) in Sweden is Dramatiska Institutet (DI) [14], which has 
been an active establishment since 1970. DI is a governmental artistic academy, which 
educates for professional activity within film, radio, theatre, television and new 
medias. This is done through basic education, additional courses, as well as further 
training for people already active in the field. DI also operates with artistic 
development work. DI educates within several arts for scene and media, which 
provides unique possibilities for boundary-exceeding collaborations.  

 
For those interested in an education in Dramatiska Institutet, I have extracted current 
information from the official website:  
 
”INSTITUTIONEN FÖR FILM 180 hp/ECTS - 6 terminer. Heltidsstudier. 
Konstnärlig kandidatexamen. Nästa utbildningsstart att söka till är höstterminen 2009. 
 
Sista ansökningsdag ca 1 december 2008.  
 
Uppläggning av studierna Utbildningen har som övergripande mål att ge studenten 
den teoretiska och praktiska träning som ger redskapen att utföra de fyra uppdragen. 
Detta sker i form av workshops, större och mindre skriv- och filmövningar, praktiska 
och teoretiska seminarier samt möten med andra filmförfattare och filmskapare. En 
grundläggande princip i utbildningen är att manusstudenternas manus ligger till grund 
för många av registudenternas övningar. Filmen står inför stora utmaningar. Format, 
presentationsformer, berättarstrategier förändras och Dramatiska institutet följer denna 
utveckling i sina kurser. Interaktivt berättande, alternativ dramatisk form, 
installationer, olika musikaliskt inspirerade former är exempel på genrer där DI 
samarbetar med spännande nytänkare.” [14]  
 

4.2 Protecting your work 

After you have completed your screenplay, it is important to take steps to protect your 
work. As this research is first and foremost intended for Swedish students, I will 
exhibit guidelines that are specific for screenwriters in Sweden, as well as the laws 
and rules established by Patent- och Registreringsverket [15].   
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In Sweden, copyright stands for the immaterial right that provides protection for 
music, literature and other artistic creativity. Copyright is not something applied for or 
filling out any form. The protection appears automatically, as the artistic work is 
created. Any registration in an authority registry is not made. The copyright gives 
artists, photographers, writers, and other creative originators the right to financial 
compensation and exclusive rights to control their created work. However, in order to 
receive this protection, the created work (in this case one or more screenplays) is 
required to have a certain measure of originality and distinctive character.  
 
It is common for an originator/artist to mark their protection by using the symbol for 
copyright - ©. If a work has achieved certain properties, it is however protected 
automatically, even if it does not have a ©-symbol. Thus, the usage of the ©-symbol 
does not engender copyright and in Sweden the symbol is without judicial 
significance. The ©-symbol does however work as a warning to users of the protected 
work.  
 
The copyright to a work always belongs to one or more persons. Nonetheless, the right 
to use the work may entirely or partly be made over to, for instance, a publishing 
company. When the originator/artist dies, the copyright is passed on to surviving 
relatives. Even after the originators death, the work is protected. The protection is 
valid during 70 years after the originators death.  

 

4.3 Links 

Although links to certain web pages on screenwriting have been established in the 
reference section, there are a few Swedish sites that may be worth looking into, should 
one be more interested into Swedish film industry. Some of these links include articles 
written by professional screenwriters, as well as some basic know-how, but there is 
also information on educational courses for those seeking alternatives to Dramatiska 
Filminstitutet.  
 
* Voodoofilm #1: http://www.voodoofilm.org/artikel/varfor-skriva-filmmanus.aspx 
 
* Voodoofilm #2: http://www.voodoofilm.org/artikel/manus.aspx 
 
* Filmmanusskolan: http://www.filmmanusskolan.com/ 
 
* Adastra Media: http://www.adastramedia.se/ 
 
* Dramatiska Institutet: http://www.draminst.se/ 
 
* Svenska Filminstitutet: http://www.sfi.se/ 
 

 

4.4 Extract from a Swedish screenplay 

As a concrete example of how a Swedish screenplay may be constructed and appear, 
and as a comparison to previous extracts from American films, I have on the following 
pages extracted three pages from the famous Swedish teen drama Fucking Åmål [16],  
internationally known as Show me Love.  
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Show me Love  

(Fucking Åmål) 

by 
 

Lukas Moodysson 
 
 
PROLOG 
 
INT. AGNES RUM 
 
En ung tjej - AGNES - skriver på sin dator. En efter en  
framträder bokstäverna på skärmen: 
 
Min hemliga önskelista: 
 
1. att jag ska slippa ha fest 
2. att Elin ska titta på mig 
3. att Elin ska bli kär i mig 
 
JAG ÄLSKAR ELIN!!!!!!!!!!!!!! 
 
Fredag 
 
INT. KÖK - MORGON 
 
Vi befinner oss i ett kök i en lägenhet i Åmåls högsta 
hus. Fyra våningar. Ett av de få husen med hiss. Husen  
är byggda på sent 1960-tal. I det här området bor de som 
inte har så mycket pengar. Trots att Åmål är en så liten 
ort (kommunen har 13 500 invånare) finns det en viss  
bostadssegregation, men klyftorna är förstås mindre här 
än i en stor stad. Och till skillnad från i storstäderna 
är det inga stora geografiska avstånd mellan de olika  
bostadsområdena. Vi är hemma hos ELIN och hennes syster 
JESSICA. Elin går i åttan, Jessica i nian. Om det skulle 
vara en omröstning om vem som är skolans snyggaste tjej  
så är det troligt att Elin skulle vinna. Jessica skulle  
kanske komma på femte plats. Jessica är klädd i t-shirt 
och tajts. Elin har bara en badrock på sig. Hon har precis 
kommit ut från duschen. Håret (blont, men mörkare i hår- 
botten) är blött. Runt halsen har hon ett bokstavshalsband: 
E-L-I-N. Jessica sitter vid köksbordet och rör i ett glas  
O'boy. Elin står vid spisen och håller i ett tomt O'boy- 
paket. 
 
                           ELIN  
                      (skriker)  
           Men vad fan håller du på med? Jag  
           hatar dig! 
 
Hon kastar O'boypaketet på Jessica. 
 
                          JESSICA  
           Men lugna ner dig ... 
 



     
 

  30
  
  

 
 

                           ELIN  
           Du är så jävla dum i huvet! 
 
Elin rusar fram och tar Jessicas 0`boyglas och häller ut 
det över henne. Jessica kastar sig över Elin, de ryker  
ihop, trillar omkull över varandra på golvet, brottas,  
skriker. 
 
                          JESSICA  
           Din jävla idiot, vad fan gör du?  
           Jag hatar dig! 
 
                           ELIN  
           Aj! 
 
Då står plötsligt deras mamma BIRGITTA i dörren. Hon är 
klädd i t-shirt och trosor, nyss uppstigen ur sängen. 
 
                         BIRGITTA  
           Nämen, sluta. Vad håller ni på 
           med? 
 
Systrarna hejdar sig. Jessica kommer upp på fötter. Hon 
är O'boyblöt och arg. 
 
                         JESSICA  
           Du kan ju fråga Elin det! 
 
Hon springer ut ur köket, förbi Birgitta som vänder sig 
om efter henne. Elin reser sig lugnt. Jessica smäller i  
dörrar. 
 
                         BIRGITTA 
           Jag begriper inte ... Jag är så  
           trött på det här! Jag har jobbat 
           hela natten. 
 
                          ELIN  
           Men förlåt...Det var inte meningen 
           att väcka dig. 
 
                         JESSICA  
               (ropar, utanför bild)  
           Och vad fan ska jag ha på mig nu 
           då? 
 
                        BIRGITTA  
           Ja, och vad var det den här gången 
           då? 
 
                          ELIN  
           Hon tog den sista O'boyen. 
 
                        BIRGITTA  
           Hon tog den sista Oboyen? 
 
                           
                          ELIN  
           Mm.  
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Birgitta suckar, går in i sovrummet igen och stänger om 
sig. Elin river av en bit hushållspapper och släpper det 
på golvet och börjar torka upp O'boyen med ena foten.  
Inte särskilt effektivt. 
 
INT. AGNES RUM - MORGON 
 
Det är tidigt på morgonen. Agnes ligger i sin säng och sover, 
eller låtsas sova. Hennes rum är raka motsatsen till klichén 
om hur ett flickrum ser ut. Ingenting är rosa. Inga bilder 
på Leonardo di Caprio. I stället har hon barnteckningar,  
Morrisscyaffischer och fotografier som hon själv har tagit  
på väggarna. Hennes rum ligger på andra våningen. Plötsligt 
hörs det svag sång utanför rummet. 
 
                         FAMILJEN  
           Ja, må hon leva ... 
 
Dörren till rummet öppnas och hennes familj tågar in. Mamma 
KARIN, pappa OLOF och lillebror OSKAR. Mamman är snygg och 
stilig. Pappan ser snäll ut. Övre medelklass, "god sinak".  
Olof är arkitekt, Karin är textilkonstnär. De bär på paket  
och en tårta med sexton små ljus. Det är alltså Agnes sextonde 
födelsedag. 
 
                          OLOF  
           Ett fyrfaldigt leve för Agnes på  
           hennes sextonårsdag! Hon leve: 
 
                         FAMILJEN 
           Hurra, hurra, hurra, hurra! 
 
Agnes ler och gnuggar sömnen ur ögonen. 
 
                          OLOF 
           Jag ska bara dra upp rullgardinen.  
 
                          KARIN  
           Ska du blåsa ut ljusen, gumman? 
 
Agnes blåser ut alla ljusen på tårtan. 
 
                          KARIN  
           Bra! 
 
                          OLOF 
           Födelsedagskram. 
 
Olof kramar Agnes och sedan är det mammas tur. 
 
                          KARIN  
           Grattis på dig. Tänk att du är  
           sexton år nu. Finingen. 
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5 Discussion 

 
In the process of this research I started out with little more than some basic know-how 
as to writing a screenplay, which was facts and knowledge still fresh in memory since 
previous studies of the subject. However, as this exam paper would require thorough 
research and involve all the aspects of writing, there would be an obvious need for me 
to go back to basics and re-learn everything from scratch. The purpose behind this 
need was for it to be more a work of fact, as opposed to being overly colored by 
personal opinions and my own limited experience. Therefore, my first task for this 
research was to acquire books and articles written by professionals with significant 
experience in the field. I searched the web and in bookstores and came up with the 
book “Story” by Robert McKee, which had received much praise, as well as great 
reviews and acknowledgement by screenwriters around the world. Combining this 
book with articles by screenwriters and relevant guides on the web, I now had a solid 
foundation of suitable material. The most reliable and definite material would be the 
professional screenplays, which was easy to gather on various websites. 
 
I also acquired the screenwriting software Final Draft for my computer, which is a 
program that teaches how to write professional screenplays in an effective way for the 
better part of established mediums. The use of this particular program was, in short, 
with the intention to not only have a solid factory in which to process my own 
screenplay, but also to obtain a more tangible feel for the field and research; a 
transition from theory to practicality that would help me better understand this artistic 
world, while also displaying its different layers to other beginners. Hence, in what can 
be called phase one of this research, the first procedure was to gather as much material 
and substance as possible during the time limit set by my own planned schedule.  
 
Phase two in the process was to organize the found material, as well as sort out the 
most essential segments of knowledge, based on well-established dogmas and 
paradigms within screenwriting, but also my own personal experience. After first 
separating the material in two blocks - theory and background and development of a 
screenplay (story, character, environment etc.) - I searched for the lowest common 
denominator among the various sources, in order to get an idea of the main structure 
and to avoid straying off into areas that are marked by controversial or deviant 
opinions, which would be too much of a subject in itself and most likely cause the 
research to fall into disarrange. Furthermore, I chose early on to place the centre of 
gravity at the development of a screenplay and all its technical aspects; thereby also 
focusing on the practical issues and know-how. With the use of suitable extracts from 
various screenplays - which I picked out from a personal library, consisting of little 
more than 100 screenplays, all extracted from the world wide web - I now had 
something to go by that was not limited to theory alone. To make these extracts as 
appealing and relatable as possible, I chose to use screenplays for popular movies and 
blockbusters such as the Pirates of the Caribbean trilogy and Star Wars, which most 
people are familiar to and know the characters mentioned. By doing this, it would be 
easier to see and appreciate what made it into the movie and why, and also to realise 
(to some extent) how much of what is written on paper matches what appears on 
screen. Additionally, as they are in fact well-known movies, they would be easy to get 
a hold of, should the interested person want to compare the extracts to the finished 
film. In order to get a real sense of what a screenplay looks like, I also made sure to 
maintain the extract in their original format. As for the example from the television 
series 24, I chose to use a full page from the screenplay, to give a better sense of its 
appearance as a whole.  
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In phase three, which can be referred to as the analytical phase, I initiated the process 
of going into the depths of all areas, by asking myself why it is so and by drawing 
conclusions from the processed material. These conclusions were to be founded on 
logic and a general understanding of things, as in the example of why animated 
movies like Finding Nemo and Toy Story have found such incredible success all over 
the world. If not already specifically stated (which was mainly the case here), I 
thoroughly contemplated the most likely reasons behind given facts. For instance, 
what made Jack Sparrow in The Pirates of the Caribbean movies into to such an 
incredibly popular character? Or where lays the greatest contrast when placing a 
screenplay for a feature film next to a screenplay for a television show? The third 
phase was therefore not only a matter of analyzing said material, but also to make vital 
and necessary comparisons.  
 
The fourth and final phase of the research process, which can be referred to as the 
superficial phase, is where I made edits in the text, by adding and subtracting subjects 
and material (some due to time issues, others due to meeting certain requirements), 
while also implementing suitable quotes and images to represent the subjects and 
issues in general, as the picture here below.  
 

 
 

                   
 
                  Figure 8. Official poster for the movie Finding Nemo (2003).  
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6 Results and conclusions 

 
In looking at my first initial questions at issue, concentrated upon factors such as 
dialogue, characters and story, I realise now that these questions were harder to 
answer than I had first imagined. Also, as screenwriting is a very broad field to 
explore and conquer, I realised this research would not do well in being too specific in 
said questions raised at its starting point. Therefore, much of what I first asked myself 
came to, in hindsight, be trivial in the light of more important factors, such as:  
 

• What is the key to creating memorable characters?  
 

• How do you write good dialogue? 
 

• What makes movies like Pirates of the Caribbean and Toy Story into such   
overwhelming successes? 

 
• Which are the technical rules and guidelines that ought to be followed? 

 
• When should you be original and when should you play it safe, if ever? 

 
The difficulty in presenting answers to these kind of questions lies within the fact that, 
unlike other scientific projects, screenwriting cannot be summarized or displayed in 
numbers and values. It is highly possible to find clues and to draw certain conclusions, 
but in the end it is very much a matter of individual taste and apprehension of what is 
good or bad writing. For this reason, the results of this research should be deemed as 
somewhat detached from neutrality, as the teachings of screenwriting professionals 
may in some cases differ in opinion .The only results that can be concluded as 
definite, is of course, the technical aspects, which in having certain standards and 
dogmas were much easier to point out. However, I also came to discover the general 
fact that even formatting, undebatable as it evidently is, is and never will be an exact 
science. Hence, there are rules, however a large amount is also determined by style.  
 
It can be argued that there are flaws to my methods by bringing up the fact that much 
of the material I gathered originates from the world wide web. My response to this is 
that even the sources may be somewhat less respectable than authors like Robert 
McKee. Screenwriters these days do in fact stream towards creating communities on 
the web, where they share their knowledge for the benefit of newcomers. Professional 
screenwriters like Ted Elliot and Terry Rossio [4], who wrote the Pirates of the 
Caribbean films, specifically published their work on the web for that kind of 
purpose. Also, I have found that most of the collected wisdom can be found on the 
web, while real books on the subject are limited to the particular author’s vision, and 
does not leave much room for questioning. By gathering most of my material from the 
Internet, it has been easier to compare the work of different screenwriters, as well as 
gather screenplays, which would have been virtually impossible to find out in the “real 
world,” where you are lucky to even get a small sample through a book on the subject.  
Furthermore, as screenwriting still remains a work of art, it is more about following 
guidelines rather than definite rules, which is why I prefered to gather material from 
more than just one or two sources. My first intention was to actually base the research 
almost solely on the work by McKee [2], but that would be to limit the spectrum by a 
great deal.  
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If I have had more time at my disposal, I would have made certain to study even more 
screenplays than those used for the purpose of this research. Furthermore, I would 
have delved more thoroughly into the book “Story,” by Robert McKee [2], which due 
to time restrictions and a rearrangement of priorities, became not much more than a 
small source of inspiration, where only a few of the chapters were used for reference. 

 
The difference between writing for 3D-animated and real-life characters could have 
been done more extensively, as it here, also due to time restrictions, became little 
more than a footnote. Additionally, I could have implemented more on the structure 
aspect, but by wanting to balance the weight of the various aspects to screenwriting, I 
chose to compress this to what is mentioned in the chapter regarding theories, 
particularly those by Syd Field [1]. 
 
As for a comparison to previous research, there was really not much I could see to as 
screenwriting falls more within the field of art than any science. What I could do was 
trust my own judgement and eye the work of established and respected screenwriters, 
whose experience would be extensive enough to be trusted in good conscience. For 
those who would be interested in doing further research, I would suggest to look more 
to structure and also the differences between “good” and “bad” scripts, and to analyze 
specific screenplays to a degree where the differences in style, formatting and 
language can be better pointed out and referred to. Also, I would recommend to 
attempt to contact one or more professional screenwriters in some way, to do personal 
interviews and to hear their stories, inspiring or not. I would also look into more books 
on the subjects, like the work of Robert McKee [2], and compare these various 
author’s viewpoints and opinions, to see what matches and what separates them.  I 
would propose to look further into the subject of believability and balance. In this 
research I have only scratched the surface. Certainly, there is also the possibility to 
compare genres more extensively, as I mainly focused on popular movies within the 
adventure genre.  
 
As screenwriting covers a lot of ground, and this research is of certain limits as it 
comes to time and extent, there are of course elements that may have ended up more 
or less in the shadows. My intension, however, was to come up with a suitable basis 
for new screenwriters, with a good balance between the technical issues and the more 
theoretical and abstract sense of it. I feel that I have succeeded in this. 

 

6.1 Appliances for the work field 

The quest to become a professional screenwriter is no easy road to take, especially if 
you live in Sweden, whose film industry is indeed very limited and consequently also 
the library of knowledge available. There are, on the other hand, a lot of steps you can 
take from here, even if your ultimate goal is to become a screenwriter somewhere 
abroad or in Hollywood: 
 

• Keep an eye open for screenwriting contests, such as the international Page 
Awards [8], to which I personally, as mentioned, am aiming to submit a 
screenplay.  

 
• Obtain screenwriting software (more on this below)  

 
• Contact other screenwriters or join screenwriting communities on the web.  
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6.1.1 Breaking into the industry 

Have a complete idea, a log line, a treatment (a longer synopsis of the film; usually 
about 3-4 pages in length), and/or a completed script [1].  
 

6.1.2 Handling Writer's Block 

Many writers get to the page and get stuck. Writer's block is what happens when you 
have the desire, but just cannot think of what to write. The key to working through this 
kind of block is to push through it. Pick a time of day that works best and write, write, 
write [1]. 
 
Take time out. Relax. Let your screenplay ferment for awhile. Watching movies, 
reading books of the same genre can spark that jolt of creative writing that you have 
been looking for. Writer's block is quite common, both for new writers as well as 
tenured. Some say writer's block is simply a lack of research. It is in the writer's best 
interest to know the world about which he or she is writing backwards and forwards. 
Meaning, if you do not know what to write, perhaps it is because you do not know 
what you are writing about [1]. 
 

6.1.3 Editing 

Every writer knows that editing is an essential part of writing. Rewrite your piece 
several times until satisfied with the final product. Not only check spelling and 
grammar, but rewrite scenes to develop them more fully. But always check spelling 
and grammar. If there is improper spelling or grammar in a piece, an agent, producer, 
or other person that it is submitted to will strongly judge it. Bad spelling prejudices 
people against work, and they are less likely to accept it [1]. 
 

6.1.4 Screenwriting software 

Various pieces of software are available to help screenwriters adhere to the strict 
formatting conventions (as described above) [1]: 
 

• Celtx - Free, Open Source scriptwriting software. Linux version available. 
 

• Cinergy Script Editor - Free Windows-based script editor program offered in 
conjunction with a full suite of non-free production management tools under 
the name Cinergy Motion Picture Production System. 

 
• DreamaScript - All in one Screenwriting Software. 

 
• Final Draft - Integrated professional scriptwriting software. 

 
• Montage Screenwriting Software for Mac OS X. 

 
• Movie Magic Screenwriter - Integrated professional screenwriting software. 

 
• NTCore ScreenWriter - A little freeware software with autocompletion. 

 
• Practical Scriptwriter - Requires no knowledge of script formats. 
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• RoughDraft - A simple script and creative writing word processor.  
 

• Scenario - Modern, intuitive interface with full 30-day trial. 
 

• Scriptbuddy - Web-based screenwriting software. 
 

• ScriptRight Mobile Edition - screenwriting software for Pocket PC and Palm 
OS 

 
• Scriptware - The first scriptwriting word processor with real-time 

formatting/pagination 
 

• Sophocles - Script and creative writing professional software. 
 

• Script Smart - Microsoft Word templates. 
 

• TotallyWrite Development Suite - A four-module program created by 
professional writer Jeffrey Alan Schechter to streamline the story 
development and screenplay structure process 

 
• Writers Store - screenwriting software retailer. 

 
The first screenwriting software was SmartKey, a macro program that sent strings of 
commands to existing word processing programs, such as WordStar, WordPerfect, and 
Microsoft Word. SmartKey was popular with screen writers from 1982-1987, after 
which word processing programs had their own macro features [1]. Personally, I use 
Final Draft, for which I have studied a manual [17], where I have learned how to 
format and write my screenplay in a simple and more effective way.  
 

6.2 Appliances for the CCG Education 

               As mentioned in my introduction, all students who partake in the Creative Computer                 
               Graphics education will sooner or later going to need to create a story, whether that is   
               a short 3D-animated movie or a short film or game. However, not everyone has a clear  
               idea on what to do or simply lack the proper experience of story-structuring and/or  
               character development. Therefore, this research can hopefully serve as reference  
               material for the various film- and animation courses included in this education.  

 
What is important to underline here, is that this research is not solely intended for 
screenwriting alone, but also the vital issue of creating good stories. Story is the key 
that binds the animation- and film courses in CGG together. For instance, in the 
Modelling and Animation courses, the heaviest assignments are those that revolves 
around creating not only animated short movies, but good and interesting stories. For 
without it, the production becomes more of a hollow shell, exhibiting merely 
superficial artistry. To become truly successful as an animator or film-maker, it will 
not matter how great of an artist one is, if elements of story, dialogue and character 
development are overlooked or neglected. For even if one acquires a job as an 
animator, he/she will sooner or later create something that is to be part of a story, 
whether being a screenwriter or not. Hence, the story is not only in the hands of the 
screenwriters and directors, but also the animators, who are responsible for how 
characters behave, where they live, and what places they go to etc. All these details 
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matter, for in the end it is what separates a bad product from one worth spending your 
time and money on.  
 

6.3 A final word 

What is the sum and gist of screenwriting? What makes movies like Titanic, The Lord 
of the Ring,s and The Shawshank Redemption so successful both in the eyes of the 
critics and regular movie-goers? Is it better to aim for the blockbuster style of movies 
or something more original and independent, like Donnie Darko and Little Miss 
Sunshine? The answer is nothing less than complex, for it lies within us all, only 
nuanced and variable for each individual. Some power their motivation by the thought 
of mere financial success, while others aim to make something unique, artful, and 
original. These are the two extremes. The direction taken, however, is always the 
writer’s choice to make.  
 
“Anxious, inexperienced writers obey rules. Rebellious, unschooled writers break 
rules. Artists master the form.”                                           
                                                                                                           - Robert McKee [2]  
 
 
 
 
 
 
  
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



     
 

  39
  
  

 
 

7 References 

 
[1] Wikipedia - The Free Encyclopedia. http://en.wikipedia.org/wiki/Screenwriting 

(2007-08-07). Iglesias, Karl. Writing for Emotional Impact: Advanced Dramatic 
Techniques to Attract, Engage, And Fascinate the Reader from Beginning to End. 
WingSpan Press, 2005. Trottier, David. The Screenwriter's Bible: A Complete 
Guide to Writing, Formatting, and Selling Your Script. Silman-James Press, 
1998. Lavandier, Yves. Writing Drama, A Comprehensive Guide for Playwrights 
and Scritpwriters. Le Clown & l'Enfant, 2005 

 
[2] McKee, Robert. Story: Substance, structure, style, and the principles of 

screenwriting. Methuen Publishing Limited, 1995. 
 

[3] How to write a screenplay. http://www.screenwriting.info/  (2007).  
 

[4] Tarkovsky, Andrei. Sculpting in Time: Reflections on the cinema. University of 
Texas Press, 1989.  

 
[5] Elliott T. & Rossio T. Screenplay (1st draft): Pirates of the Caribbean: The Curse 

of the Black Pearl (2002). http://www.imsdb.com/    
 

[6] Franzoni, D., Logan J. & Nicholson W. Screenplay (2nd draft): Gladiator (1998). 
http://www.simplyscripts.com/    

 
[7] Alcott T., Weitz C. & Weitz P. Screenplay: Antz. http://www.simplyscripts.com/  

 
[8]  The Page Awards. http://www.internationalscreenwritingawards.com/  

 
[9] Summers, Stephen. Screenplay: The Mummy (1999). http://simplyscripts.com/    

 
[10] Kasdan, Lawrence. Screenplay (revised 3rd draft): Indiana Jones: The Raiders of 

the Lost Ark (1979). http://simplyscripts.com/  
 

[11] Kasdan L. & Brackett L. Screenplay: Star Wars Episode V: The Empire Strikes 
Back (1978). http://www.simplyscripts.com/  

 
[12] Parker, Trey. Screenplay: South Park - Episode 109: “Starvin Marvin” (1997). 

http://www.simplyscripts.com/   
 

[13] Gregory-Browne, Robert. How to format your screenplay like a pro. 
http://www.literatureandlatte.com/forum/ 

 
[14] Dramatiska Institutet. http://www.draminst.se/  

 
[15] Patent- och registreringsverket (PVS). http://www.prv.se/  

 
[16] Moodysson, Lukas. Screenplay: Fucking Åmål (Show me Love) (1998).  
        http://www.alexandra-dahlstrom.com/home.asp?lang=se  

 
[17] Colin F., Levin J. & Vinterfield Y. Final Draft - Manual. C &M Software, LLC, 

2000.  


