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The following report covers the genesis of the story, covering the development of 

its characters, its transformation from a feature script to a short script, and the pre-

production, production, and post-production stages of the thesis film, Ol’Daddy.  Also 

included are the film’s final shooting script and call sheets as supplemental materials. 
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Introduction: Why, Oh Why, Oh why? 

 
I gave up long ago on the notion that making a movie is as enjoyable as watching 

one in the comfort of your own space.   Watching even a painfully drawn out movie only 

takes two hours of your time, maybe three, if you let it go that far.  A short film 

production, good or bad, takes, at the very least, several weeks, or months usually, to 

complete.  Or, for one thesis film titled Ol’Daddy, a couple of years were expended.  

Film production has an alluring quality to it, I must admit, but it is no walk in the 

park.  Sure, there are some pretty exciting moments that can happen on set like nailing 

the long complicated camera movements that take hours to perfect or moments of 

unexpected humor or a performance that stuns everyone on set.  Those moments are great 

and they do occur, but not as often as one might expect.  Largely, filmmaking, as a 

creative, collaborative endeavor, is flat out work - long hours, endless logistical conflicts, 

scheduling negotiations, creative differences of opinion, exorbitant use of personal funds, 

environmental complications, and to top it off, the often sobering task of finding an 

audience that actually wants to watch the SHORT film once all the time and energy has 

been spent.  

So why does one subject oneself to this process, this “craft?”  I’m not sure there is 

a quick and easy answer to that.  It is different for everyone.  Its appeal is sometimes a 

dubious one.  It is very easy to burn out and get completely frustrated with the countless 

obstacles one confronts when trying to complete a film, a short film no less.  Yet, here I 
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am about to graduate, not with my first degree in film production, but my second.  I came 

back for more.  I can recall scoffing at my undergraduate film studies professor at The 

University of Connecticut at Storrs as he wondered the same thing about student 

filmmakers - “Why would anyone want to become a filmmaker and subject themselves to 

the work, the energy, the expense, only to face a firing squad of criticism by your peers, 

and then to have only few people ever see it, let alone make money from it?”  Spoken 

like a true academic who gets paid to sit in a temperature-controlled classroom and throw 

stones at any film he deems bereft of artistic or intellectual merit, without having to even 

lift a finger; I thought.  The nerve.  The cynicism. 

 

Fast-forward 15 years, nearly 2 film degrees, and numerous “unsuccessful” short 

films later... 

 

He may have had a point.  Maybe his cynicism wasn’t entirely unfounded.  I 

suppose it is possible, though I am not for certain, that this professor had tried his hand in 

film production and found that the aforementioned temperature-controlled classroom was 

far preferred to the extreme conditions, and marginally controlled chaos, of a film set.  I 

get it now.  I’ve been there, to varying degrees.  I’ve sweated it out on a feature film 

during one of the hottest summers in Texas, I’ve spent all my hard earned money on 

stories that I think people will find as compelling as I do, only to have the numerous 

DVD copies I made serve as book ends for all my screenwriting books.  I’ve been on that 

unpaid 5-day shoot to get “good experience” as advertised only to want nothing more 
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than a cool classroom with the lights dimmed to watch a classic piece of cinema, ready to 

throw stones at it.  Filmmaking is a total drag.  There, I said it.   

And yet, for some reason, after the countless film festival rejections and the debt 

that still haunts my credit cards, I just recently completed a 29-minute short film and I am 

very excited about it.  I have no regrets whatsoever about the time, the energy, and the 

money spent.  My only regret is that I didn’t take it further, spend more, and try harder.  

Filmmaking, I have learned, is like a cold-hearted girlfriend or boyfriend who takes all 

your time and money, never returns your calls, and yet you still hang around for one more 

date.  There’s an appeal.  There has to be.   

So before I began making Ol’Daddy, it was very important for me to understand 

that appeal.  I had to first reconcile my growing distaste for the physical and mental 

demands of production with the pure and simple desire to tell an original story.  I needed 

to clarify what it was exactly about films, filmmaking, that really excited me, that was 

going to make me okay with the fact that I will be physically, mentally, and emotionally 

drained by the end of the process.  I felt it absolutely essential to have an honest answer 

to that if I plan to continue this pursuit as a life-long career, and to be able to look myself 

in the mirror everyday.  

It made more sense to me when I was in high school.  “Filmmaker” sounded like 

a really cool title to have.  It was hip, artistic, and everyone identified with movies in one 

way or another.  “But what exactly does a filmmaker do?” I’d ask myself.  I was in to 

drawing and painting at the time, taking all the advanced art classes I could, but I was 

beginning to tire of that.  It just didn’t reach much of an audience and my work had very 
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little to say, not that at 17 I had much insight into the world anyways, but I was looking 

for a new medium in which to be an “artist,” a potential career path even.    

I had also begun to discover “good” movies at that time, differentiating between 

those films that I considered to have substance from those that were mere fluff.  I recall 

one Friday night of my senior year in high school in which my close friends and I had 

been able to procure a twelve pack of beer and after promptly disposing of them, we 

decided a “good” movie was in order.  “You know, a ‘good’ movie,” I emphasized.  I 

was left in charge of running into the video store to quickly get the said “good” movie.  I 

knew what I was getting cause I had already seen it 3 times and thought it was a 

challenging, well directed, well performed movie that was far superior to the stupid 

comedies that were usually favored.  We got about 20 minutes into watching 

Philadelphia (1993)1 before the guys started getting up to rummage through the kitchen 

till finally one of my more honest friends blurted out, “Is this whole movie gonna be 

about a fag with AIDS?” Needless to say, we didn’t make it to the second act but I 

remember feeling alone in the situation, in a good way.  I saw something in this movie, in 

the characters, in their situation, that was rich and compelling to me that my peers did 

not.  It had substance.  It had flawed characters facing very real conflicts in which they 

were mentally or emotionally unprepared to handle.  It cut below the surface and that, to 

me, was exciting.  

 I also remember being young and flipping through the television stations when 

my mom told me to stop on this ridiculous sounding movie called, One Flew Over the 

                                                
1 Philadelphia, Dir. Jonathan Demme.  (1993; Columbia TriStar Home Video, 1997 DVD) 
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Cuckoo’s Nest (1975)2.  I watched the first 30 minutes or so before I had to leave but 

damn if I wasn’t in the video store the next day trying to hunt that movie down.  I was 

enthralled.  Randall Patrick McMurphy (Jack Nicholson’s character) was an absolute 

loose cannon, a train wreck waiting to happen (or had already happened), and I wanted to 

be him.  Forget Superman, he was my hero.  I couldn’t grow tired of watching him 

despite his self-destructive nature, or maybe it was because of it.  He was real.  He had 

seen more than his fair share of life and he wasn’t afraid of anything.  He had blood 

pumping through his veins.  He was alive.  And I was hooked.  

That was my portal into films, I discovered – everyday complex characters.  That 

was the appeal that got me into this field and that is still what I endeavor to achieve when 

I set out to make a movie today.  I am forever fascinated by the human condition.  What 

is it about our emotions and our inability to process them that cause us to carry out 

behaviors that would otherwise be viewed irrational?  I don’t know, nor do I believe any 

film that I hope to make will ever provide any clear answers to that question.  Perhaps 

psychology would have been a more suitable major.  But that is what I want to explore.  

That is what excites me about filmmaking.  I get to create characters in very relatable, yet 

trying, circumstances and let them navigate their way to a resolution, be it happy, tragic, 

or somewhere in between.  And hopefully, when the credits roll, any human being of any 

background would be able to reflect on the story and feel empathy or sympathy, or anger, 

or joy about the character and the story and maybe see a part of themselves; that that once 

ill-tempered, inappropriately behaving person they’ve been following through the story is 

                                                
2 One Flew Over the Cuckoo’s Nest, Dir. Milos Foreman. (1975; Warner Home Video, 2002 DVD) 
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someone they actually know, or someone they have been.  I learned an expression in 

school pertaining to good screenwriting, “write simple stories with complex characters,” 

and it all began to add up - telling everyday stories about who we are as human beings 

was going to be my objective.  Train wrecks of human beings in fact, the lovable kind.  

That was what I loved most about watching movies, the access into the complicated lives 

of everyday people that it provided, and I wanted to create more of those characters.  And 

when I looked around me, I saw I knew a few of those characters.  In fact, I called most 

of them my family and friends.    

So when it’s 6am and the scheduled scene calls for a sunny walk in the park and 

the rain is falling and the park rangers are saying you can’t shoot and you only have your 

actors for one day, one might ask oneself, “Why on Earth am I doing this?”  For a time 

prior to the making of Ol’Daddy, I had a hard time justifying it.  It gets hard to stave off 

the cynicism with each film that goes virtually unnoticed.  But recently, the answer has 

come easier to me.  I feel a sense of regeneration.  I try to keep up with what is being 

produced today, most of which I think is God-awful, but when I do find that uniquely 

compelling film, I find myself fully engrossed in the experience.  I am reminded.  I am 

held captive.  I am in the scene with the characters and I am mentally and emotionally 

participating in their situation.  I get to peer through the window and become privy to 

their personal lives, their personal space.  And what I find most fascinating, or perhaps 

most frightening, a powerful feeling no less, I see myself in the characters.  I feel for 

them and then I think about my life.  It helps.  The screen becomes a mirror in a way.  A 

good film sticks with me for days after.  I sit around wondering what those characters are 
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doing now, after all that has happened to them.  It’s a good feeling.  That is when I know 

I’m not lost, that filmmaking is what I want to be doing.  Maybe I can affect others in a 

similar way. 

And thus, that was my ambition when I set out to make Ol’Daddy.  I wanted to 

create troubled yet sympathetic characters with whom people could relate and 

emotionally participate in their story.  Simply put, I wanted people to feel something for 

these seemingly real, everyday people.  It was of the utmost importance that the 

characters not just appear “real” but that they show it with their behaviors, hearts on their 

sleeves for everyone to see.  

In the following chapters I will discuss how the characters and the story were 

developed, the process of transforming a feature script into a short script, and outline the 

stages of production. 
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Chapter One: The Character and the Story 

 
Perhaps it’s no surprise that I like to start with a character when writing a 

screenplay.  A magnetic character with whom I can identify is what seems to first get my 

attention.  The very seed that gave life to this project was an image that I had dreamt up, 

probably a combination of ideas from previous stories.  I wanted to create as much 

conflict and contrast as I could in one image.  I kept arriving at the image of a thug-type 

kid, fresh out of prison, muscular, tattoos, sitting on the edge of a bathtub.  And in the tub 

was a naked elderly man, childlike, waiting to be bathed up and down.  How could I 

make two characters so diametrically opposite in appearance, demeanor, and objective in 

one image?  That was my goal.  That was where I started with this project.  Where I 

ended up was a completely different place but I’m proud to say the seed from which this 

project was born remained intact, even to the extent that the original image of the father 

and son by the bathtub made it into the movie.   

It started as a feature script idea to be written in a screenwriting class I was taking 

with the MFA screenwriters – a young man gets an early release from jail to return home 

to care for his ailing father, the man who had turned him in 5 years ago.  The premise 

seemed pretty loaded with conflict.  The screenplay was called “Terry.”  I wrote two 

drafts of the script and even had a stage reading of it; casted, directed, and performed by 

filmmakers and actors in the Austin film community.  Around the same time I had just 

finished my pre-thesis film and I was just beginning to entertain new ideas for my thesis 

film.  Since I spent a good deal of time (the past two semesters) developing these 
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characters, I thought the only smart and logical thing to do was to keep them around and 

use them in the my thesis film.   

“Ol’Daddy” is the story about a father and son figuring out their new lives after a 

car accident took the mother’s life and left the father with permanent brain damage.  Tom 

Stephens, the father, is childlike in many ways and needs the fulltime care of his 25 years 

old son, Terry, the film’s main character.  This is where the story begins.  The story is as 

follows: They live out on an old ranch house in a rural setting.  Terry is waiting for 

someone to arrive.  Tom is excitedly waiting for the local weather update to air on TV so 

he can watch the foxy weather reporter, Hazel Barns, his crush.  Because of his 

caretaking role, Terry has limited connection to the outside world and for a 25 years old 

young man who wants nothing more than to connect with a female his age, he is 

desperate.  Thus, Angie, a local prostitute, arrives.  Tom, disgruntled that Terry caused 

him to miss Hazel’s broadcast, interrupts Terry’s time with Angie which in turn causes 

her to slip away when Terry is dealing with his father.  An argument erupts that ends with 

Terry heaving the TV into the backyard.  If Terry can’t have a date, then neither can 

Tom.  Terry, the “adult” of the two, reconciles and gets a new TV in town to make 

amends. Upon his return to the house however, Terry discovers that his dad has 

disappeared.  Terry checks the usual places in town to no avail until a local says he 

spotted Tom at the bus stop.  Terry pursues the bus on that route which leads him to the 

city of Austin.  Terry is able to get ahead and jump on the bus but Tom is not there.  

Frustrated and confused on unfamiliar territory, Terry quickly picks up another clue when 

he spots the local news station across the street.  A poster of Hazel Barns greets him in 
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the reception area and Terry feels he is hot on his dad’s trail.  He sneaks into the news 

station and it doesn’t take long before Terry finds his dad in a waiting room, awaiting his 

chance to meet Hazel Barns.  Before Terry can get his dad out of there, Jamie, a news 

station employee, escorts the two of them to the studio where Tom gets his chance to 

meet Hazel.  Terry lets his dad have his moment, but before they leave, Tom declares he 

has something to say to Hazel.  He tells her how great a son Terry is and invites Terry up 

to meet Hazel.  To everyone’s surprise, Tom pulls Terry aside and hands him his wife’s 

old wedding ring.  He wants to help Terry – he wants Terry to propose to Hazel.  Terry 

refuses and Tom continues to force the issue until a pushing match and yelling take over. 

Terry steps in ends the chaos the only way he knows he can – he proposes to Hazel.  

Days pass and the two return to their routine when Terry sees something on TV.  A group 

of friends and neighbors gather at their house for a premiere of some kind.  It comes on 

the TV and Tom is now in the news station’s weather promo.  Everyone cheers Tom.  

Outside, a news crew has arrived.  Hazel, Jamie, and the TV crew have come to shoot 

another promo that has proven to boast their ratings.  Tom delivers his line to the camera 

with Hazel, Terry stands back with Jamie and watches.  The end. 

The reasons I chose to write this story aren’t exactly clear to me.  There are no 

real direct personal connections to the subject matter.  My father is not mentally disabled, 

my mom lives in Connecticut, and being in a city is not unfamiliar territory to me.  But 

there are indirect connections and personal experiences that have, at least, bled into the 

story and helped shape the characters.  My mom is bi-polar, for instance, and where as 

she is an able bodied woman, I did have to step up into the adult role as a young teenager 
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from time to time to help her out emotionally and financially when she was feeling 

particularly down.  Having the roles reversed at a young age was a memorable 

experience.  I also know that my mother had to do the same for her parents when she was 

in high school.  I didn’t consciously think of these connections when I was writing the 

story, perhaps I didn’t have to.   

Terry also comes from friends I knew growing up, characteristics I have 

witnessed in them as well as from other characters I have seen in movies.  Terry’s name, 

in fact, was the exact name of a childhood friend.  Before getting into this story he had 

been on my mind a lot.  He was the friend, in fact, that made the crass comment about 

Tom Hanks’ character in Philadelphia.  He wasn’t always graceful in social situations, 

but I knew he always meant well. He recently had a breakdown of sorts and became, 

personality-wise, unrecognizable.  I later got a call from another friend saying that he 

jumped off the Sunshine Skyway Bridge in Tampa Bay.  I thought that using his full 

name in the story was at least a tribute, and maybe a bit of inspiration too.  It helped me 

personalize the film.  It gave me access to this character I didn’t yet know.   

Terry is also the name of another spectacular train wreck of a character that I am 

quite fond of – Terry Prescott, Mark Ruffalo’s character in You Can Count On Me 

(2001)3.   He was another character that couldn’t seem to get out of his own way and I 

couldn’t seem to get enough of.  He had a magnetism about him that could not be 

ignored.  As often as he made bad decisions, hurting those around him, it was hard not to 

feel empathetic and root for him to grow up a little and get his act together.  I’ve 

                                                
3 You Can Count On Me, Dir. Kenneth Lonergan.  (2000; Paramount Home Video, 2001 DVD ) 
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definitely known many people in my life like him.  They lead with their heart and their 

brain follows.  I thought of Terry Prescott, and other childhood friends, often as I was 

trying to develop Terry’s character.    
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Chapter Two: From a Feature to a Short 

 

The process of taking a feature script and turning it into a short script was not an 

easy one.  I was hoping to lift a scene or two from the original and shape it to fit the short 

form, but there were too many elements with which to contend.  I knew a lot had to 

change.  The feature script had similar elements but was not the same story.  In that 

version, Terry had just been released from prison and was now faced with caring for the 

man who had turned him in.  Tom was suffering from dementia, had been forced to retire 

from his postal service position, and had recently developed a crush on the local weather 

lady; a sign Terry noticed that his father now was not the same father that turned him in 

years ago.  Terry and Tom’s relation was much more hostile in the feature draft and Terry 

had plans to take Tom’s money and hit the road as revenge.    

I struggled with numerous versions of the short story before it found its legs.  

Originally I was most interested in exploring Terry’s pursuit of girls his age now that he 

was a free man.  I gave Terry an ankle tracking-device, a tether as they are called, and he 

was trying to hide it as he took an unsuspecting young girl on a date.  He also had his dad 

to deal with.  I liked both scenarios but it was too much for one short film, one too many 

things working against him.  I needed to decide what the main antagonizing force would 

be.  I was dead set on keeping the girl, Angie.  I thought there was more interesting 

material in the sexual politics of two clueless young people trying to discover their own 

sexuality.  But it eventually became apparent that I had only an idea, a theme, a concept, 
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but not a story.  The father dynamic was richer, I concluded, and it offered more potential 

to create a story. The tether and the date were nixed, the father stayed. 

Most of my classmates, and others who had read the drafts, agreed that they were 

more interested in the father.  So, my challenge at that point was to create a compelling 

story with the father and son.  That was a pivotal moment cause it went from a date 

movie to a father/son movie, which, to me, are very different genres.  The story also 

needed a motivating force, something to kick the action into gear.  I wanted to maintain 

Terry’s foolhardy approach to life and I also knew I needed to get him out of the house 

and out into the public since his safety zone was at home.  

 I ran into a friend at a bar one night.  He had taken one of the feature 

screenwriting classes with me so he was familiar with the characters.  I told him I was 

struggling with a short film version of the script.  It didn’t take him too long to sit me 

down to clarify what I had been searching for with the story.  He said the part of the 

feature draft that he remembered most, and liked the most, was when Terry decided to 

take Tom to meet Hazel at her suburban house at night.  It got them out of the house, but 

more importantly, it got the story moving.  It gave them direction and a tangible thing in 

which to chase.  In all the other drafts of the short script, I had been trying to force the 

date with Terry and Angie and it would always fall flat or hit a dead-end.  I was 

convinced I could make it work but what I learned was that a boy and girl going on a date 

was not a story, it did not provide forward dramatic action; going on an adventure to meet 

the local weather lady, did.  It soon became official, Tom and Terry would go looking for 

Hazel. 
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Tom’s mental illness was also an area that proved to be difficult.  I originally 

wrote that he was suffering from Alzheimer’s Disease.  I am totally unacquainted with 

Alzheimer’s.  I knew I wanted him to be childlike and largely dependent on someone 

else’s assistance to function on a day-to-day basis.  In the early drafts, however, what I 

discovered was that I was writing him to display whatever type of behavioral traits that 

happened to best serve the story at any given time.  People who knew better would 

comment that he was not really behaving in a way that was consistent with the behavioral 

patterns of someone afflicted with dementia of any kind.  Upon further research, I found I 

was way off the mark and quickly backed off of the Alzheimer’s angle.  That was also 

helpful because this was not meant to be a story about a specific disease and the terrible 

affects it has on an entire family.  It was about Terry trying to come to terms with his 

situation and finding a connection outside of his home life.  In the end, a car accident that 

caused severe brain damage seemed enough to serve the story without weighing it down 

with specifics.  In turn, it actually provided a cleaner backstory about the mother that I 

had been flip flopping on - there was a car accident, the mother died, Tom hit his head 

hard, and Terry was left to figure out his new role in life.  He can’t possibly be good at it.  
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Chapter Three: Pre-Production 

The story was in place, not completely written, but the outline had been formed, 

the characters had been fleshed out, and there was forward moving action in the plot.  It 

was time to begin to assemble all the pieces that would make up the cast and crew as well 

as finding locations and narrowing down potential shooting dates.  This is my least 

favorite stage of production, by the way, and certainly the most stressful in my opinion. 

I had tried over a year ago to get this project off the ground.  I had half of a script 

written and I thought if I began casting and got others onboard at an early stage, it would 

put the necessary pressure on me to finish up the script, and thus, set this ship a’sail.  I 

held auditions, even, and was planning to do callbacks when I realized my story was not 

anywhere near ready.  Calling them back was what I did, just not in the casting sense; I 

had to tell them I wasn’t sufficiently prepared to go forward with the project at that time.  

It was not a great experience and I remember telling myself that I would absolutely not 

bring anyone onboard until the script has a solid beginning, middle, and end as to not 

have to go through that again and waste people’s time.  

So in the fall of 2011, the process started all over again but this time I was 

prepared.  I wanted to first get a few key personnel committed to the project.  Marcel 

Rodriguez, a former graduate of the MFA program at UT, one year ahead of me, had 

expressed interest in shooting my pre-thesis film a few years back but our schedules 

prevented that from happening.  This time around, we talked at least a year in advance 

and he was committed to being the DP.  Next, I recruited two other former RTF students 

to help produce the film, Ashley and Leslie Saunders.  I was closely associated with them 

and had collaborated with them on a few projects in the recent months.  I, then, contacted 

the MFA Theater Design students and was fortunate enough to get one response from a 
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design student named Bich Vu.  She had film experience and was quick to join in.  Tim 

Tsai, Alex Thomas, and Dan Stuyck, classmates of mine, also agreed to help out with 

sound, assistant directing, and post production work, respectively.  

I was confident in the crew, most of whom I had prior working experience with, 

but casting was a different beast.  In previous UT films that I had made, I had sent out the 

obligatory mass email casting calls and spent more time sifting through emails and 

headshots than I did meeting actors.  And the actors that I did see generally we’re wrong 

for the part or without much experience.  This time around I had a new game plan.  I was 

going to research the field and then go after specific actors and invite them to an audition. 

It wasn’t the fastest process but I found it to be a much more valuable experience with 

less wasted time trying to schedule auditions.  

 I, basically, had two essential criteria, other than availability, which is 

always a factor when seeking cast and crew.  1) Does he or she have a good look?  Look 

the part? And 2) Does he or she have significant enough acting experience and acting 

tools with which to work?  Those were the two things that I looked for and, by and large, 

it proved to be a winning combination.  I had gone to see a friends play at UT and saw 

Jon Cook perform.  He had an interesting way about him.  He was earnest, had great 

timing, and a likeable sensibility.  I kept him in mind for the part of Terry.  Months later 

he served me a coffee at the Cactus Club where he was working and I introduced myself.  

I had him read only once.  He was my first pick.  He agreed to play the part.  

Tom’s role was even less complicated.  I looked on a local talent agency’s 

website and saw his headshot.  There aren’t many men his age to choose from but, even if 

there had been, he had the look that I had envisioned.  He also had a reel on the site that I 

was able to view; he had chops, he was good.  I contacted him via email and he was 

excited to audition when he got back in town.  At that point I had already cast Jon and I 
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had the two of them read for his audition.  He was the only actor I auditioned for Tom.  

The rest of the main cast, Angie, Hazel, Jamie, and Larry were all cast on our first 

meetings, as well.  All either came with recommendations or Hazel and Larry (Antoinette 

and John) for instance, were in the MFA acting program here at UT and I was confident 

in their ability.  Casting Antoinette to play Hazel was probably the easiest casting I have 

ever done. One reading and I offered her the part.  She was Hazel. 

Locations were a challenge for this film since there were many.  Like finding 

most of the cast though, finding the house location proved to be a one-shot deal.  The 

Texas Film Commission sent me a list of possible rural farmhouses in their registry.  I 

contacted Tom and Jeannie Weigl, the owners of the ranch in Bastrop, TX, and a deal 

was struck within days.  They had a spare house on their property that was old but fully 

functioning, partially furnished, and we were granted full access to it.  They were also the 

nicest, most accommodating hosts I have ever come across.  The other main location, the 

TV studio, was not as easy to get.  It is on UT’s campus but it belongs to the School of 

Journalism and I had to convince the heads of the department that I would be careful in 

their studio, pay for a technical supervisor, and that I would not show their on-air “brand” 

in the film.  I agreed and all the big pieces had finally come together.    
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Chapter Four: Production 

The bulk of the shooting was split over two weekends – the first weekend in 

Bastrop at the house, the second weekend at UT in the television studio.  The rest of the 

days were scattered throughout the week with a much smaller crew, shooting mostly half 

days.  Scheduling and weather became the two biggest obstacles with which we had to 

contend.  By the end of the second day, it was becoming clear that we scheduled too 

many shots for the entire weekend and had to quickly rethink our pacing and our 

approach to each day.   

We also suffered a little from having a revolving crew each day.  I was grateful 

for their time, but it did slow down our rhythm, not to have the same guys working with 

each other everyday.  But that being said, it always seemed by mid-day the cast and crew 

would lock in and, usually, the second half of the days were our most productive.   

By the end of the first weekend I was convinced I offended Mother Nature by 

misrepresenting her in the script somehow cause it seemed whenever we scheduled to 

shoot outside, the weather turned bad.  We rescheduled to shoot inside when it was 

lightly raining, then when we had most of the actors and extras on set, and it was 

absolutely crucial that we shoot them out, we went outside to shoot the final scene of the 

movie as sleet fell down on us.  It all seemed too ironic that Tom was delivering his 

catchy on-air line, “It’s always sunnier with Hazel Barns,” as the temperatures hit record 

lows and our breath could be seen.  I had no idea if any of the footage would work with 

the original intent.  

In a weird way though, it was those moments that I enjoyed the most.  I remember 

feeling a  collective surrender to the conditions by the group that brought us all together.  

In fact, it is that scene in the final cut of the movie that has, thus far, received the most 
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compliments.  The actors were responding to the conditions.  I had told them to 

improvise and use what was being given to them.   It was a very organic moment on set, 

despite the shivers, and it is evident on the screen.  That was not the only day weather 

affected us.  The days during the week that were rainy, we had to do the same thing, 

which was buck up and make the most of what is being given.  I also didn’t want to push 

back any days since I knew the schedule was becoming longer than we had originally 

planned.   Getting the cast and even just a small crew together on short notice was not an 

easy task.   

Aside from the weather and scheduling complications, I was feeling really good 

about my duties as a director, particularly in regards to working with the actors and 

making sure I got the most out of every scene.  In my previous films, there were always a 

handful of shots that, for whatever reason, I failed to get the take that I felt the film 

needed.  Before, I would throw my hands up and decide that I would “fix it in post.” But 

this time around, I was stubborn.  I didn’t want to compromise.  I didn’t get to rehearse 

with the actors very much in pre-production so the scenes were still pretty new to most of 

the actors and I wanted to make sure we got to the heart of each scene.  Sometimes it took 

just a few takes, other times up to ten.  But I felt good about the process.  If the first take 

was far from what I was aiming for, then the second and third takes got us a little closer 

till the fifth or sixth takes got us the performance the scene needed.  I remember feeling 

very pleased by the end of the first weekend that I didn’t move on to the next shot till I 

was completely satisfied by the performances.    

The second weekend was a little more controlled since we were only in one 

location, more or less.  Upon arriving at the studio that first day, that was the first time all 

the actors in the scene had been together in the same room.  We had not rehearsed any of 

the material so the first thing we did that day was to take the first hour or two and run the 



 21 

scene till we knew it inside and out, or as much as one can in an hour or two.  It proved to 

be extremely helpful.  It helped in the way we planned out the shots, too.  We were there 

for two days to shoot that scene – the first day we shot everything facing the back wall, 

the second day we shot everything facing the green screen wall.  We were quickly able to 

breakdown the scene visually and I think it shows in the final piece.   

Overall it was not the easiest of shoots, but it was certainly not the worst either.  It 

did get dragged out a bit as we shot an additional three and a half days to complete 

principle photography.  By the end of it all, I was excited to sit in a dark room all by 

myself and begin to review and assemble all the footage.  
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Chapter Five: Post-Production 

I quite enjoy the editing process.  Not because I enjoy sitting in front of a 

computer for hours on end watching the same takes over and over again, nor is it because 

editing almost always immediately follows long days on set and sitting in a room by 

yourself is a nice change of pace, though that doesn’t hurt either.  I like it because it’s the 

time when all the preparation and planning and all the sweat and hard work on set gets to 

come together, piece by piece, revealing the story that you began thinking about long 

ago.  Those images that stuck with me from years ago when the writing began are now 

revealing themselves on screen before me.  And finally at this stage, I get to use those 

images to place them in order to discover if the story I set out to make reveals itself 

onscreen.  

Post-production on Ol’Daddy proved to be the fastest of all the three stages of 

production. That was mostly due to the fact that I was trying to graduate by the end of 

that semester and time was of the essence.  I had a little over two months to cut the 

picture, color correct, and design the audio if I was to stay on schedule.  But I like to 

think it went fast, also, because of the hard work that had been done leading up to post.  I 

already knew that with each set-up in every scene, there was a good take.  Most often it 

was the last one.  On set, we’d do several takes till we got it right, then we’d move on.  

Regardless of that fact though, I still went through every take and took notes and labeled 

the good takes from the best takes and marked the ones that had good parts in them and 

the ones that were, more or less, useless.  From this prep work, I was able to cut together 

the scenes fairly quickly.  They were, in fact, coming together as I envisioned them and I 

was not fussing much over the takes.  It felt good to know that there was one or two good 
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takes to work with and that was all.  And if it wasn’t coming together, the challenge was 

to be creative and think differently about the scene.  

The last week or two before locking picture is always the most stressful.  It’s 

when the smallest cuts have the biggest impact.  It’s when you get to make the big 

decisions – whether or not some of your greatest looking shots get to stay in the story.  

It’s not easy letting go of shots you had always imagined being in the story.  I used to 

fuss endlessly about it.  With Ol’Daddy, however, my baby for the last year or so, I felt 

surprisingly liberated to cut wherever it was needed.  It felt good, actually.  The rewards 

of trimming down a scene can be noticed almost immediately.  It always amazes me how 

much better a scene plays when it becomes leaner and gets directly to the point.  That 

leaner scene then affects the following scene, and so on.  It’s an important t editing that 

I’ve come to embrace.  

By the time I picture locked, I was confident that I had trimmed enough to keep 

the story ahead of the audience but not too much trimming (which I’ve definitely done) to 

where I compromised what I had originally intended to achieve with the scene, and 

ultimately the entire film.  Dan Stuyck, a former classmate and a colorist in town, gave 

me a weekend of his services to color correct the picture.  We were able to comb over the 

picture with an even finer toothed comb to tweak the color in support of the story and to 

further emphasize a consistent visual look.   
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Chapter Six: What Lies Ahead 

Ol’Daddy is now a fully realized short film that began with nothing more than an 

image in my head and a desire to make an audience sympathize with complex everyday 

characters.  I already knew the process of making a film was a taxing one and I was okay 

with it.  I had a story that I wanted to tell and I had characters that I could see in myself.  

The story meant something to me.  It’s a personal story without revealing my personal 

life.  My goal with it now is to reach an audience, to let them participate in the story and 

reflect afterwards.   I hope they’ll be entertained too. 

Two years ago, when I was asking myself over and over why I wanted to be a 

filmmaker, I had to dig deep to remind myself.  Making Ol’Daddy has left me in a much 

better place.  I feel reenergized about moving on to the next project.  I’ve already been 

thinking about new characters.  And that is my goal once I leave RTF at The University 

of Texas at Austin, to continue to make films for the same reasons I started.  It has been a 

wonderful 5 years in which I have learned a great deal about filmmaking, and about 

myself.  I’m curious what exactly lies ahead for me, but right now I like the direction I’m 

going.  
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Appendix A: Ol’Daddy Shooting Script 
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Appendix B: Ol’Daddy Call Sheets 
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