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RESUMO

O Grande Gatsby (2013), filme produzido, co-roteirizado e realizado pelo diretor australiano
Baz Luhrmann, é uma adaptacdo cinematografica do romance do mesmo nome escrito por
Francis Scott Key Fitzgerald (1896-1940), publicado em 1925. Ambientados no periodo
conhecido como “Os Loucos Anos 20, o romance e o filme retratam a falta de valores da
sociedade norte-americana da época, adepta do consumismo material e do alcool. Foi objeto
da presente pesquisa 0 estudo do processo de criagdo da cena da Grande Festa do filme
utilizando o referencial tedrico-metodologico da Critica Genética, a partir de um dossié
digital constituido por documentos de processo colhidos por este pesquisador. Também os
estudos da Intermidialidade, Traducdo e Tecnologias Assistivas foram areas Uteis para as
reflexdes propostas nesta dissertacéo, que culminou com a criagao de um roteiro radiofonico.

Palavras-chave: O Grande Gatsby; Critica Genética; Intermidialidade; Tecnologias
Assistivas; Roteiro Radiofonico.



ABSTRACT

The film adaptation of the novel "The Great Gatsby" by Francis Scott Key Fitzgerald,
published in 1925, was produced, co-scripted, and directed by Australian filmmaker Baz
Luhrmann in 2013. The story is set in the "Roaring Twenties" era and depicts the absence of
values in American society, which was obsessed with consumerism and alcohol. The aim of
this research was to examine the process of producing the Great Party scene in the film, using
Genetic Criticism as the theoretical-methodological framework. This was achieved by
analyzing a digital dossier containing documents collected by the researcher. Other relevant
reflections in this dissertation encompassed Studies of Intermediality, Translation and
Assistive Technologies, which ultimately led to the creation of a radio script.

Keywords: The Great Gatsby; Genetic Criticism; Intermediality; Assistive Technologies;
Radio Script.
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1 INTRODUCAO

O Grande Gatsby (The Great Gatsby, no original em inglés) é um romance publicado
em 1925 por F. Scott Fitzgerald (1986-1940), conhecido pela caricatura que faz da sociedade
norte-americana da década de 1920. Entre os temas principais estdo o boom econémico
provocado pela subita ascensdo da Bolsa de Valores e a vida de excessos que essa fartura
trouxe. Ressalta-se que a bolha criada pela recorrente e excessiva especulagcdo monetéria da
Bolsa de Valores gerou uma crise econdmica sem precedentes, a Crise de 1929.

Toda essa problematica foi intensificada pelos efeitos da entdo vigente Lei Seca,
conhecida como “Prohibition” nos Estados Unidos, aprovada em 1920 e revogada em 1933,
que proibia a producdo, distribuicdo e venda de bebidas alcoolicas; paradoxalmente, a lei
aumentou o consumo destas, que passaram a ser traficadas em estabelecimentos clandestinos
conhecidos como speakeasies. E também pela ideologia do American Way of Life, ou Estilo
de Vida Americano, em sua traducao para o portugués, conhecido como o estilo de vida que
gira em torno de um consumismo exacerbado; se tornou padréo nos Estados Unidos poés-
guerra.

N&o e sem razdo que Fitzgerald foi parte de uma geracdo que ficou conhecida como
Geracdo Perdida, termo que se refere aos jovens ocidentais, que participaram da Primeira
Guerra Mundial e, devido aos traumas herdados dessa guerra, se desvincularam de valores
sociais antes dados como certos, passando a assumir um estilo de vida niilista, fugaz e
consumista (Blume, 2016). Artisticamente, a Geracdo Perdida é composta por nomes
famosos, como Ernest Hemingway, Pablo Picasso, T. S. Eliot, dentre outros. Quem liderava
como mentora intelectual desse grupo de artistas era Gertrude Stein, que os recebia em sua
casa em Paris, dando conselhos e fazendo leituras criticas de seus materiais (Mellow, 1974).

Na trama do romance, Gatsby é um misterioso nouveau riche conhecido por dar
grandes festas, comparadas a gigantescos e ruidosos parques de diversdes, em sua mansao
na baia de Long Island. As pessoas que frequentavam essas festas pertenciam, na sua
maioria, a uma elite social rica e frivola, que passava a vida se enchendo de bebida, dangando
até cair, enfim, se divertindo de maneiras praticamente selvagens.

E nesse cenario sociocultural o personagem-titulo se torna uma representacao viva
do Sonho Americano. Esse sonho é uma crenga amplamente divulgada nos Estados Unidos,
que leva a meritocracia ao seu extremo ao pregar que qualquer um pode alcancar 0 sucesso
e a prosperidade, desde que trabalhe o suficiente. Gatsby, que nasceu pobre, se torna uma
versdo distorcida do sonho ao alcancar a riqueza nao através de trabalho honesto, mas do
contrabando de bebidas e de ligacGes criminosas com marginais do submundo do crime em
New York.

Apesar de conseguir a riqueza, Gatsby ndo se sente feliz, pois ainda ndo conquistou
a bela Daisy, seu amor de juventude, que se casou com um homem mais rico no passado.
Ela mora na ponta de Long Island, conhecida como East Egg, enquanto Gatsby habita o
outro lado da baia, West Egg. Embora ambos os lados sejam habitados por pessoas de posse,
East Egg ¢ o lar das familias tradicionalmente ricas. Os conhecidos como “novos ricos”,
como Gatsby, ficam em West Egg, distancia que leva Gatsby a sonhar em alcancgar a outra
margem.
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No livro, Fitzgerald introduz alguns signos e, entre eles, a luz verde € um dos mais
importantes. Ela pisca no cais da casa de sua amada Daisy, do outro lado da baia. Pode-se
pensar que a luz verde estaria simbolizando a esperanca de Gatsby conseguir atingir o seu
sonho, mas, a0 mesmo tempo, a possivel intangibilidade desse sonho se realizar. Afinal, a
distancia € fisica e pode ser cruzada, mas também é metafdrica e utdpica. Nas cenas em que
Fitzgerald descreve Gatsby no cais de sua mansao, muitas vezes, ele aparece com a mao
estendida como se pudesse, enfim, alcancar a prépria Daisy, que embala o romantico e
inalcangavel Sonho Americano de poder e riqueza.

Outro tema importante do livro é a passagem do tempo, que atormenta Gatshy, e
também chega a tomar forma no mundo material, assim como a luz verde. Em uma cena em
que o protagonista esta prestes a reencontrar Daisy ap0s cinco anos, acaba derrubando
acidentalmente um relégio, como se seu corpo fizesse uma tentativa inconsciente de
“quebrar” o tempo, fazendo todos esses anos de auséncia retrocederem ou deixarem de
existir.

Ainda hd uma passagem na qual Gatsby argumenta com seu amigo Nick sobre a
possibilidade de fazer as coisas voltarem a ser como eram antes de ele ter partido para a
guerra e, ao retornar, encontrar Daisy ja casada. Sua ideia € que Daisy diga ao atual marido
gue nunca o amou para que ela retorne a ser a Daisy que ele conheceu ha cinco anos, a Daisy
que amava somente a Gatshy. Nick, é claro, diz a Gatsby que ndo € possivel repetir o passado.
“Nao ¢ possivel repetir o passado? [...] Ora, é claro que é!”, é 0 que Gatsby responde,
enquanto olha ao redor “de modo selvagem, como se o passado estivesse espreitando na
penumbra de sua casa, fora do seu alcance” (Fitzgerald, 1925, p. 85, tradugio nossa?).

Portanto, a0 mesmo tempo que se trata de uma obra datada, localizada na moldura
socio-econémica dos anos 1920, ela permanece como um alerta para os perigos individuais
e coletivos da ganancia desenfreada, que, alias, continua atingindo a sociedade ocidental
contemporanea, muitas vezes guiada pelos mesmos ideais capitalistas (Velasco, 2014).

A representacdo acurada que o romance faz desse periodo o levou a ser considerado
um dos grandes, se ndo o maior dos, romances norte-americanos de todos 0s tempos
(Corrigan, 2014) e impulsionou todo o tipo de producdo teatral, cinematogréafica,
radiofnica, de gibis, e até de videogames. Entre estas, esta a adaptacdo escolhida como o
objeto deste trabalho: o filme O Grande Gatsby produzido pela Village Roadshow Pictures
e distribuido pela Warner Bros. em 2013.

O diretor, realizador e co-roteirista da verséo filmica de 2013 é o australiano Mark
Anthony “Baz” Luhrmann, conhecido no mercado cinematografico por seus consecutivos
sucessos, como: Romeu + Julieta (1996), Moulin Rouge (2001), Australia (2008) e Elvis
(2022). Reconhecido, sobretudo, por seu estilo caracteristico de direcdo, marcado por tracos
estéticos proprios, cujo conjunto estilistico foi cunhado por ele préprio como Red Curtain
(Smith, 2014). Luhrmann se encaixa em uma categoria especifica de diretor, o0 auteur, cujas
particularidades foram desenvolvidas por Andrew Sarris (2009 [1962]). Tal definicédo

! Can’t repeat the past? [...] Why of course you can! [...] wildly, as if the past were lurking here in the shadow
of his house, just out of reach of his hand.
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pressupde um diretor mais centralizador nas etapas do processo de uma criagéo coletiva,
como ¢ a do cinema, em que se acha inserido.

Dentre essas marcas estéticas, Luhrmann interfere, sobretudo, na producdo musical
dos seus filmes. H4, ainda, uma outra categoria de auteur, que poderia classificd-lo como
auteur mélomane, ou seja, um tipo de auteur que participa do processo criativo da masica
nas producdes cinematogréficas. Segundo Claudia Gorbman, que cunhou esse termo e
descreveu suas caracteristicas, trata-se de um auteur que considera a musica como “um
elemento-chave tematico e um marcador de estilo autoral”? (Gorbman, 2013, p. 149,
traducdo nossa).

Esta dissertacdo de mestrado se localiza na linha de pesquisa de Critica e Processos
de Criagdo em Diversas Linguagens, na Pdés-Graduacdo de Literatura e Cultura
(PPGLITCULT) da Universidade Federal da Bahia (UFBA). O projeto também encontra
suporte tedrico no campo dos Estudos da Traducéo e da Intermidialidade, levando em conta
0S processos tradutorios necessarios para a passagem de historias de uma midia a outra. E
tem como objetivos: analisar o processo de criacdo da cena A Grande Festa no filme O
Grande Gatshy, considerando o papel das particularidades autorais do diretor Baz
Luhrmann; e adaptar recursos de ambientacdo sonora da referida cena para a producédo de
um roteiro da mesma para uma peca radiofonica, que podera, eventualmente, ser veiculada
em formato de audiolivro para o publico.

Para analisar o papel do auteur no filme, fomos atras dos seus registros de processo
de criacdo, como videos de bastidores, storyboards, ensaios, entrevistas, dentre outros. Esses
documentos foram reunidos, catalogados, datados, descritos, interpretados e analisados sob
a Otica da Critica Genética, que nos serviu de eixo tedrico-metodolégico. Considerando os
estudiosos proeminentes dessa area, destaca-se Cecilia Salles, pesquisadora brasileira que
delimita o percurso histérico dos estudos da Critica Genética com precisdo, além de
descrever e definir sua metodologia.

Alem de Salles, autores como Almuth Grésillon e Pierre-Marc de Biasi foram
também fundamentais para esta pesquisa, trazendo conceitos-chave para a pratica do estudo
de génese, como a nogdo de “manuscritos”, “texto”, “paratexto” ¢ “prototexto”, além da
énfase que o ultimo confere as etapas do processo de compilar um conjunto de documentos
relevantes, conhecido como “dossié genético” (Biasi, 2010), que contempla manuscritos e
materiais relacionados a génese de uma obra.

Ao analisar o processo de criacdo cinematogréafica da cena e a posterior roteirizacao
da mesma para uma peca radiofonica baseada nessas conclusdes, esperamos estabelecer um
didlogo intermidiatico entre radio e cinema para investigar como o processo filmico se
relaciona com o processo radiofénico, como recursos sonoros semelhantes podem ser
utilizados/recriados em midias diversas. Também quisemos investigar até que ponto as
novas tecnologias digitais interferem na criacdo tanto de filmes quanto de audiolivros,
considerando suas respectivas capacidades técnicas e limitagdes.

Nesse sentido, a escolha de uma obra realizada por Luhrmann se justifica por ele
priorizar a producdo musical filmica com amplo uso da tecnologia disponivel, ja que a ideia

2 a key thematic element and a marker of authorial style.
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é adaptar os recursos de ambientacdo sonora por ele empregados no cinema na construgao
de um roteiro radiofénico. Ainda, a escolha por esse filme se deu pelo fato de ser
disponibilizado um rico material tecnolégico de génese para ser estudado, como 0s
bastidores oficiais do filme publicados pela Warner Bros. no YouTube, storyboards retirados
do portfolio on-line da sua respectiva artista, dentre outros materiais disponiveis on-line.
Essa disponibilidade dos materiais em plataformas digitais, inclusive, motivou a criagdo do
dossié puramente digital em aprego (D’lorio, 2014).

O capitulo um apresenta um breve histérico da Critica Genética, contextualizando
seu desenvolvimento através dos tempos e elaborando o papel que tem desempenhado,
sobretudo, nesta andlise. O foco sobre o qual o presente estudo de processo nos oferece
enquanto eixo tedrico-metodolégico sera dirigido para a investigacdo da génese filmica em
analise.

Igualmente, o capitulo dois descreve a histdria do cinema mundial e a trajetoria de
desenvolvimento do cinema sonoro, especialmente com base em Mark Cousins (2013) e
Paulo Antonio Paranagua (1984). Além disso, Eisenstein (2002 [1928]) consta como Nnosso
referencial teorico, devido aos seus posicionamentos acerca da estética da linguagem filmica
e do som filmico, bem como Débora Opolski (2011), renomada desenhista de som, cujo
trabalho descreve de maneira sucinta a fungéo técnica e estética do som. Abordamos, ainda,
a questdo dos Estudos da Traducédo voltados para o cinema, especificamente considerando
as multiplas perspectivas da Traducdo Intersemiodtica (Jakobson, 2014), da Adaptacao
(Hutcheon, 2011) e da Intermidialidade (Ellestrém, 2017).

O capitulo trés apresenta a analise do processo de criagcdo filmica em estudo. Com
base nos documentos disponiveis, foram feitos recortes a partir da nossa organizagao
intelectual do dossié genético da cena. O escopo de estudo da cena foi direcionado para a
analise dos seguintes aspectos: a criagdo do cenario e dos efeitos especiais visuais e a
articulacdo destes com a criacdo da paisagem sonora, via criagdo musical. Embora o diretor
priorize a masica na sua estética criativa, ela se realiza em uma midia que conta com o
suporte visual, que ndo teremos no audiolivro. Assim, destacamos o apelo que o som tera
em nosso processo criativo, especialmente porque exercerd a funcdo de criar essa
ambientacdo espacial, cujo processo foi descrito, através dos elementos sonoros.

A secdo quatro propde, a partir do processo filmico estudado, a criagdo de um roteiro
de peca radiofénica da mesma cena em foco. Nesse momento, abordamos algumas nocdes
de roteiro com base em escritos de Doc Comparato (1995) e Luiz Carlos Maciel (2003);
manuais canbnicos de roteiro que ddo pouca ou nenhuma énfase a estética sonora.

Além disso, estudamos as peculiaridades do formato de roteiro escrito pelo Grupo do
Projeto de Traducdo, Processo de Criacdo e Midias Sonoras (PRO.SOM) da UFBA, equipe
responsavel pela publicacdo de diversas pecas radiofonicas em formato de audiolivro, como
Nina vai a escola (2019), A Maquina do Tempo (2017) e Na Vila (2011). Todo o trabalho
realizado pelo grupo na traducdo, roteirizacdo e gravacdo dessas pecas radiofonicas foi
registrado e armazenado em pastas do Google Drive seguindo, também, a metodologia da
Critica Genética, o que evidencia a importancia da documentacao e registro de processo.

Nesta etapa, sdo sugeridas nossas possiveis estratégias de criacdo das paisagens
puramente sonoras também baseadas na Grande Festa. Tornando estes elementos sonoros
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parte vital do processo criativo (algo que Luhrmann, como um auteur mélomane, faz
bastante) e promovendo a recriacdo de obras classicas, como Gatsby em um formato
acessivel via tecnologias assistivas, podemos estimular a producdo de obras radiofénicas,
democratizando o acesso a literatura para um alcance maior de publicos.

Nas consideragdes finais, revisitamos e comentamos 0s desdobramentos que o0s
estudos dos processos criativos em aprego revelaram. Além disso, as andlises realizadas
nesta dissertacdo possibilitaram a roteirizagdo da cena em questdo para o formato de peca
radiofonica. O aprofundamento de pesquisas sobre processos de criagdo em midias diversas
permitiu o enriquecimento de investigacdes em Critica Genética, estabelecendo, assim, um
rico didlogo interartes.
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2 O QUE E CRITICA GENETICA?

Nesta secdo, introduzimos o eixo teodrico-metodoldgico principal da pesquisa: a
Critica Genética. Por se tratar de um campo dedicado a estudar 0s processos criativos, serve
aos nossos propdsitos, uma vez que buscamos identificar as marcas autorais na construcdo
filmica da Cena da Grande Festa do filme O Grande Gatsby e, em um segundo momento,
aplica-las a criacdo de um roteiro radiofonico da mesma cena em questéo.

Iremos apresentar, ainda, o histdrico da Critica Genética, delineando o seu
desenvolvimento através dos tempos, e comentar as questdes que esse rico campo de estudos
consegue abarcar. A terminologia da Critica Genética, com a qual trabalhamos durante a
dissertacdo, também seré sera alvo dessa apresentacao.

Diferentemente de outros tipos de critica, que lidam com a obra ja entregue ao
publico, o critico genético se debruca sobre a obra em estado nascente, ou seja, ainda em
processo. Alids, essa ideia de existir uma obra final é discutivel, uma vez que ela ndo se
encontra realmente blindada de transformacGes por estar impressa ou publicada; o fato é que
mesmo apos sua publicacéo, ela pode sofrer revisdes, correcdes e alteracdes de varios tipos.
Convém notar que esse conceito também vale para os filmes. Ha filmes que fazem
modificacdes entre suas versdes de uma midia para outra quando saem do cinema para o
DVD ou para a televisédo, por exemplo, além de filmes que ganham versdes alternativas apés
0 langamento, como as versdes “do diretor”, normalmente sem cortes e/ou censura.

O critico genético hoje estuda, através dos inimeros registros de génese que,
inicialmente, se voltavam apenas para 0s manuscritos literarios, o processo de criagdo das
obras nas mais diversas midias e plataformas, inclusive plataformas digitais, como é o caso
dos registros objeto de analise da presente dissertacdo. O uso destes se configura como
pratica que reforca a acessibilidade dos documentos coletados:

No que diz respeito ao manuscrito moderno, essa pratica faz desaparecer a
limitacdo que dificultava o seu acesso, pois este, na condi¢do de objeto material, é
fragil e Unico. [...] A prética de edicdo genética digital surge como uma das
respostas a essa necessidade cultural, tendo por fim estender o acesso a tais objetos
(Barbosa, 2018, p. 73).

Se possivel, a analise de um dossié genético buscara reconstruir, na medida do
possivel, a cronologia dos rascunhos encontrados ou detectar padrGes processuais
especificos deste ou daquele autor, identificar suas referéncias, as fontes utilizadas, as
hipdteses que teriam sido levantadas e possibilidades descartadas. Enfim, o fato é que:

O interesse da Critica Genética, como j& foi mencionado, esta voltado para o
processo criativo artistico. Trata-se de uma investigacdo que indaga a obra de arte
a partir de sua fabricacdo. Como é criada uma obra? Essa é sua grande questao.
A Critica Genética analisa os documentos dos processos criativos para
compreender, no proprio movimento da criagdo, os procedimentos de
producdo, e, assim, entender o processo que presidiu o desenvolvimento da
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obra. O critico genético pretende tornar o percurso da criagdo mais claro, ao
revelar o sistema responsavel pela geracdo da obra. (Salles, 2008, p. 27, grifo
NOSso)

Ao falarmos da génese, portanto, ndo estamos necessariamente buscando o ponto de
partida de uma obra; até porque este, que se localiza no que Biasi (2010) chama de fase pré-
redacional, pode ser apenas uma “elaboragdo psiquica que, na maioria das vezes, ndo deixa
nenhum rastro” (p. 47). Pelo termo génese, podemos entender a diacronia que guia o
processo criativo de um ponto até outro. E essa abordagem metodoldgica que diferencia a
Critica Genética de outros campos que, porventura, se ocupem de estudar o papel de qualquer
registro de processo artistico. Aqui, nosso foco € a tentativa de reconstituicdo dessa diacronia
criadora (nossa “génese”) a partir desses arquivos deixados pelos autores.

2.1 HISTORICO DA CRITICA GENETICA

A Critica Genética formalizada como campo de estudos € algo relativamente recente,
tendo surgido no século XX, na Franca. O interesse geral pelo estudo de esbog¢os dos artistas,
e também de qualquer investigacdo de outra natureza que venha a deixar seus rastros
genéticos, ndo é algo novo nem para o publico, nem para os proprios criadores. Esse campo
de estudos é util por sugerir uma metodologia que oriente o critico genético a realizar a
andalise processual que seja foco de seu interesse.

Na etapa inicial da Critica Genética, que durou de 1968 a 1975, denominada
momento germanico-ascético (Salles, 2008, p. 11), uma equipe de pesquisadores
“germanistas ou de origem alema, encarregada de organizar 0s manuscritos do poeta alemao
Heinrich Heine que tinham acabado de chegar a Biblioteca Nacional da Franga” (Salles,
2008, p. 10) se dedicou a estudar o referido processo criativo. Dai chamar-se esse momento
de germanico-ascético, remetendo a nacionalidade dos pesquisadores e ao seu ascetismo, ou
seja, sua dedicacdo ao cumprimento de uma tarefa.

Essa pesquisa, que nasceu no Centre National de la Recherche Scientifique (CNRS),
ganhou um espaco proprio dentro do CNRS, o Institut des Textes et Manuscrits Modernes
(ITEM), no segundo momento, chamado de “associativo-expansivo” (Salles, 2008, p. 11),
que durou de 1975 a 1985, assim chamado pela associacdo entre 0S germanistas e 0s
franceses na fundacao do ITEM, expandindo o corpus de investigacdes do campo de estudos.

E foi assim que nasceu a Critica Genética, voltada para a investigacdo de manuscritos
literarios de grandes nomes da literatura, como Proust, Flaubert, Zola, dentre outros. Alias,
é possivel encontrar manuscritos desses e tantos outros autores no ITEM, que comecaram a
despertar o interesse de estudiosos, como Philippe Willemart, responsavel por trazer a
Critica Genética ao Brasil em 1985, em um coloquio organizado por ele na Universidade de
Séo Paulo (USP):

Nesse mesmo coloquio foi fundada a Associagdo de Pesquisadores do Manuscrito
Literario (APML), que vem organizando, com periodicidade, encontros
internacionais e criou a revista Manuscritica (1990), totalmente dedicada a
divulgacdo dos estudos em Critica Genética. (Salles, 2008, p. 11-12)
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Finalmente, na “terceira fase”, que ganha forga a partir da década de 90, surge o
“momento justificativo-reflexivo”. Esta fase € a que nos interessa por expandir o escopo da
Critica Genética para abranger “artes plasticas, cinema, danga, teatro, musica, arquitetura,
literatura, fotojornalismo, publicidade, jornalismo, etc.” (Salles, 2008, p. 30).

Tendo essa expansao em vista, o “manuscrito”, objeto de estudo da Critica Genética,
hoje, ndo se resume ao texto escrito a mdo em suporte papel. Como Cecilia Salles (2008)
aborda, mesmo nas primeiras fases dos estudos genéticos, ja havia documentos digitados, ou
seja, escritos a maquina de datilografar, muito usada até o comego do século XXI. Portanto:

Lidando com as outras manifestacGes artisticas, as dificuldades de se adotar o
termo manuscrito aumentaram. Seria dificil continuar falando de eshocos,
maquetes, videos, contatos, projetos, roteiros, copides, esbocos, ensaios,
partituras, como manuscrito. Buscou-se outro termo, que desse conta da
diversidade das linguagens. Documentos de processo pareceu cumprir essa tarefa.
Acredito que esse termo nos da mais amplitude de acéo. (Salles, 2008, p. 38)

E se analisarmos um processo de criagdo literario escrito, provavelmente
encontraremos documentos de processo que ndo remetem diretamente ao texto verbal
escrito, como ilustragdes feitas ou recebidas pelo autor, maquetes, objetos que apontam para
a criagcdo da obra. Segundo Salles, o que importa “para o critico genético € ndo sair em busca
daquilo que ele imagina encontrar, mas estar aberto para essa diversidade de formas da
documentagao” (2008, p. 46).

2.2 OS ESTUDOS DE PROCESSO DE CRIACAO HOJE

Se a perspectiva da Critica Genética se limitava, de inicio, a literatura e aos
respectivos manuscritos literarios, nos dias de hoje, o escopo desse campo de conhecimento
engloba diversas linguagens em diferentes midias. Em nossa pesquisa sobre o processo de
criacdo da cena da Grande Festa no filme O Grande Gatsby fomos em busca desses
documentos de processo, os: “[...] vestigios, marcas, tracos, croquis, esbocos, rasuras,
ensaios, pegadas, rascunhos, anotacdes, registros de pensamentos, rastros, copides, roteiros,
maquetes, projetos, storyboards” (Salles, 2011, p. 17) da cena e, também, em busca das
materialidades especificas do cinema, que nem sempre se encontram no suporte papel, como
0S manuscritos literarios, mas deixam o rastro de um percurso criativo.

Vejamos um exemplo de um registro de processo cinematografico que podemos ver
se manifestar em meio digital, como na figura 01:
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Figura 01 — DP15 — O antes e depois dos efeitos especiais em O Grande Gatsbhy

IS

Fonte: Dossié da pesquisa, 00:02:00.

Na figura 01, a tela esta dividida em duas: uma representa o que realmente havia
antes, a direita, consistindo apenas de um cais parcialmente montado em um estadio, sem
agua, com uma tela azul ao fundo, além de todo um maquinario de iluminacéo acima dos
atores. A imagem seguinte, a esquerda, é a cena que de fato consta do filme, com a inser¢ao
digital do resto do cais, incluindo o mar, a areia da praia, o castelo de Gatsby e a floresta que
0 cerca. Elementos do set, como os refletores que ficavam no teto, sdo, nesse segundo
momento, ainda apagados digitalmente. Ou seja, esse tipo de comparacdo via rastros
imagéticos nos permite ver 0s acréscimos e as exclusoes feitas entre a filmagem da cena e a
sua edicdo digital.

Além disso, temos acesso ao processo de insercdo dos efeitos das cenas, que nos
mostra exatamente quais aspectos foram levados em consideracdo na criacdo dos cenarios.
Podemos ver na figura 02, que a equipe de efeitos especiais de O Grande Gatsby utilizou o
software Nuke, aplicativo de composicédo digital e efeitos visuais desenvolvido pela Empresa
Digital Domain e utilizado na p6s-producao de filmes:

Figura 02 — DP16 — O processo de insercdo de efeitos especiais em O Grande Gatsby
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Fnte: Dossié da pesquisa, 00:11:35.

E possivel ver na Figura 2 a tela do Nuke com seu menu de ferramentas a esquerda e
suas demais fungdes na parte cinza, que preenche quase toda a tela. Também mais afastado,
a esquerda, temos um quadro preto, que funciona como uma simulacao do set de filmagens.
Podemos ver que os quadrados tracados por linhas brancas representam o nivel do piso,
como se fosse uma maquete do cenario. Um pouco mais a direita, hd um simbolo branco,
que representa a camera e dela se projetam tracados também brancos, que mostram o escopo
do que a visdo da camera abrange.

Esse conjunto de cadmera, angulos e nivel do piso aqui representado € importante
porque nem todas as imagens foram gravadas por cameras fisicas. Uma tomada que inclua
apenas a casa de Gatsby, por exemplo, foi feita, por vezes, de forma completamente digital
pelos editores, uma vez que o software simula condi¢cGes de filmagens que ocorreriam
naturalmente nos estddios do mundo do cinema.

Dentre os registros deixados da construcdo da cena em questdo, conseguimos reunir:
sete storyboards, totalizando cinco tomadas da cena da Grande Festa; uma cdpia do roteiro
oficial liberado pela Warner Bros.; treze videos de bastidores, trazendo entrevistas com
elenco e equipe técnica, gravacoes, pré-producao e processo de criacdo de efeitos digitais;
todos organizados de maneira acessivel (Crasson, 2014) como evidenciado pelos quadros 02
a 04.

Todo o material coletado sera organizado em um dossié de génese, sendo este:

[...] o conjunto material de documentos e manuscritos ligados a génese que esta
sendo estudada. [...] O dossié de génese pode também ser enriquecido com
documentos (autégrafos ou ndo, manuscritos ou impressos, privados ou pablicos)
contendo informagdes exteriores & génese da obra, mas preciosas para a analise:
correspondéncia, cartas recebidas, biblioteca pessoal do escritor, contratos de
edicdo, atos e papéis oficiais, testamentos, arquivos familiares, etc., assim como
documentos visuais (pinturas, gravuras, desenhos e fotografias, entre outros),
sonoros (gravagdes) ou audiovisuais (filmes, videos) reunidos ou realizados pelo
escritor... (Biasi, 2010, p. 40-41).
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Adaptando a estrutura de Biasi, inicialmente proposta para a ordenacdo de
manuscritos literarios, mas nunca limitada a estes, criamos nossa proposta para uma possivel
organizacdo dos documentos do filme em analise:

Quadro 01 — Etapas genéticas, processos cinematograficos e documentos de génese

Etapa genética | Processos cinematograficos Documentos de génese
(Biasi, 2010) disponiveis
Pré-redacional Pesquisas prévias; Roteiro oficial liberado para
Producéo; apreciagdo no Oscar;
Roteirizagéo; Storyboards do filme
Storyboarding; (DiFalco, 2013);
Casting; Videos de bastidores;
Ensaios; Entrevistas.
Locacdo.
Redacional Gravacéo. Videos de bastidores.
Pre-editoral Scoring; Registro do processo de
Edicéo; digitalizacdo e insercdo de
Montagem. efeitos especiais no filme;
Videos de bastidores;
Partituras;
Entrevistas.
Editorial Release. O proprio filme (2013).

Fonte: Quadro idealizado pelo autor a partir de BIASI, 2010.

Na fase pré-redacional, recolnemos primeiramente registros preliminares da cena,
como o roteiro e os storyboards. No caso da cena da Grande Festa do filme, os documentos
disponiveis nesta fase também incluem as primeiras visitas do diretor a lugares
possivelmente descritos por Fitzgerald para referéncia na construcdo de cenarios fisicos e
digitais, além de gravacdes dos ensaios feitos pelo elenco, esses disponiveis em video.

A fase redacional é a execucdo do projeto na qual cada elemento do processo €
desenvolvido. Neste caso, temos as gravacdes do filme registradas em videos de bastidores
disponibilizados pelo estddio no YouTube. Na etapa descrita, também falamos da utilizacao
do recurso da “tela verde ou azul”, que trata-se de “um suporte azul primario, colocado atras
do objeto a ser fotografado para que um cenario possa ser inserido. [...] Mesmo conceito da
tela verde (GS) e da tela vermelha (RS)” (Goulekas, 2011, p. 49, traducio nossa®). Ou seja,
através de efeitos computadorizados, é possivel substituir a cor predominante na tela por
imagens de cendrios, multiddes e outros efeitos digitais (como visto nas Figuras 01 e 02).
Essa marcacdo cromatica nos permite diferenciar os cenarios que foram montados nos

3 A primary blue backing that is placed behind the subject to be photographed so that a matte can be
extracted. [...] Same concept as greenscreen (GS) and redscreen (RS).
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estidios daqueles criados digitalmente. Finalmente, nesta fase, registram-se multiplas
tomadas em angulos distintos para os futuros cortes e montagens.

E na fase pré-editoral que nos aproximamos do projeto tido como “finalizado” ou
entregue ao publico. Nela incluem-se as gravagGes das mulsicas to picture, ou seja, das
musicas feitas sob medida para as cenas, levando em consideragdo a duracdo dos cortes
dessas cenas, a inser¢do de efeitos digitais, do proprio 3D e a edicdo, que pode ainda suscitar
a necessidade de regravagdes. Vale a pena notar que, segundo a teoria do auteur no cinema
(Sarris, 2009 [1962]), nesta etapa, a maior parte dos diretores ndo teria participacéo téo ativa,
0 que é um dos diferenciais do nosso diretor auteur, cuja centralizacdo do processo facilita
seu estudo.

A fase editorial é quando o filme, ja considerado como pronto para ser exibido, recebe
sua classificacdo indicativa (se € livre para todos os publicos ou se recebe alguma censura),
duracdo oficial, trailers e, por fim, é apresentado em festivais e cinemas, sendo que sua
campanha publicitaria inclui diversos videos de bastidores e trechos de entrevistas
divulgados retroativamente pelo estudio para promocdo do material. Muitos destes
documentos, como os cartazes de divulgacéo, trailers, etc, constituem o paratexto, ou seja,
0s elementos que rodeiam a génese, mas ndo interferem diretamente; que preferimos ndo
incluir no estudo.

Para Grésillon (2016), cabe aos pesquisadores genéticos ativamente interferir nas
operacdes preliminares de coleta e classificacdo dos documentos encontrados, em vez de
incluir todos os elementos genéticos contidos nos pré-textos. A cena da Grande Festa é
grande e complexa, e ndo pretendemos focar em cada momento especifico que a compde,
mas na generalidade de sua cadeia criativa, baseada nos documentos que julgamos relevantes
com base na oferta de informacgdes acerca do processo. Considerando que nosso recorte
focaliza trés aspectos estéticos dessa cena, muitos documentos de processo que remetiam a
outras cenas e a outras cadeias produtivas, como figurinos e montagem, essa proposta de
dossié exclui tantos outros documentos que ndo foram considerados relevantes.

Baseado na nossa compreensdo dessas etapas de uma criacdo cinematografica,
distribuimos os documentos de processo relevantes, ou seja, que apontam para a cena da
Grande Festa, para organiza-los de forma cronoldgica a fim de possibilitar o seu estudo
genético. Essa “transformacdo de um conjunto empirico de documentos em dossié de pecas
ordenadas significativas” (Biasi, 2010, p. 41) ¢ chamada de prototexto:
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Item Sigla Nome do Data de Formato Breve
documento criacao Duracdo/Exte | descricao
Nnsao
Tamanho
01 DPO1 The Great N/I PDF Roteiro
Gatsby 133 p. oficial do
Screenplay by 262KB filme
Baz disponibiliz
Luhrmann & ado pela
Craig Pearce Warner
Bros.
02 DP02 The Great | 03/10/2013 MP4 Video dos
Gatsby - 9minlls bastidores
The 103MB da producéo
Greatness of e do casting
Gatsby - do filme.
behind the
scenes - HD
03 DP03 "The Great | 26/10/2013 MP4 Video do
Gatsby" 2min42s cenario
Movie - Set 41MB “Piscina de
Construction Gatsby”
Time Lapse sendo
construido
para a cena
da Grande
Festa.
04 DP04 Storyboards Data JPEG Pasta com
desconhecid [ 20 imagens |20
a 2MB storyboards
da cena da
Grande
Festa.
05 DP05 Quadro The 1504 JPEG Quadro The
Garden of 1 imagem Garden of
Earthly 331KB Earthly
Delights Delights.

Fonte: Quadro elaborado pelo autor a partir de Anastacio, 2015 e Goés, 2018.

Quadro 03 — Fase redacional
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Item Sigla Nome do Data de Formato Breve
documento criacdo | Duragdo/Exten | descricao
sdo
Tamanho
01 DP06 The Great | 28/04/2023 MP4 Video
Gatsby 8minl0s contendo
[Behind The 28MB trechos dos
Scenes 1] bastidores da
gravacdo da
cena da
Grande
Festa.
02 DP0O7 The Great | 28/04/2023 MP4 Video
Gatsby 8min contendo
[Behind The 29MB trechos dos
Scenes I1] bastidores da
gravacgdo da
cena da
Grande
Festa.
03 DP08 The Great | 03/10/2013 MP4 Extras do
Gatsby - 7min7s filme
Gatsby 82MB referentes a
Revealed cena da
part 1 - the Grande
Great Party Festa.
- behind the
scenes HD

Fonte: Quadro elaborado pelo autor a partir de Anastacio, 2015 e Goés, 2018.

Quadro 04 — Fase pré-editorial

Item Sigla Nome do Data de Formato Breve
documento criacéo Duracdo/Exte | descricdo
nsao
Tamanho

01 DP09 Florence 17/05/2023 MP4 Entrevista da
Welch talks 2min39s cantora
The Great 42MB Florence

Gatsby Welch
descrevendo

Seu processo
de
composicao e
0 de direcdo
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musical de
Baz
Luhrmann.
02 DP10 Baz 30/04/2023 MP4 Entrevista de
Luhrmann 1min44s Baz
talks working 29MB Luhrmann
with descrevendo
Florence sua
Welch (The colaboracéo
Great Gatsby com Florence
Soundtrack) Welch.
03 DP11 Recording | 17/05/2023 MP4 Trecho dos
"Over the 20s bastidores da
Love" - 2MB gravacao da
Florence musica Over
Welch for the the Love nos
Great Gatsby estudios do
Soundtrack filme.
04 DP12 The Great | 09/05/2023 MP4 Video de
Gatsby - 4min42s bastidores
'Great Music 70MB com
Is Timeless' entrevistas
Featurette - dos
Official colaboradore
Warner S musicais do
Bros. UK filme.
05 DP13 Jay-Z puts | 09/05/2023 MP4 Entrevista do
his stamp on 4min9s curador
The Great 81MB musical do
Gatsby filme, Jay-Z.
06 DP14 The Great | 03/10/2023 MP4 Extras do
Gatsby - The 12minl7s filme sobre o
Swinging 107MB processo de
Sounds of criacao
Gatsby musical.
Partl-
behind the
scenes HD
07 DP15 The Great | 15/07/2013 MP4 Video
Gatsby 4min43s comparando
EXCLUSIVE 107MB oanteseo
- VFX Reel depois dos
Before/After efeitos
(2013) - Baz especiais.
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Luhrmann
Movie HD
08 DP16 Making Of | 11/06/2014 MP4 Video
The Great 26min descrevendo
Gatshy 202MB 0 processo de

insercdo dos
efeitos
especiais.

Fonte: Quadro elaborado pelo autor a partir de Anastacio, 2015 e Goés, 2018.

A divisdo baseada nas fases propostas por Biasi serve para indicar uma tentativa de
organizacdo cronoldgica, baseando-se nos estagios de producdo filmica. A sigla DP, que
significa documento de processo, numerada, serve ao proposito de facilitar a referéncia aos
respectivos documentos ao longo do texto, seguindo a proposta de Goés (2018) a respeito da
catalogacdo dos arquivos que constituem o dossié.

Contudo, como cada video contém uma multiplicidade de documentos disponiveis
dentro de si, que perpassam por varias etapas do processo criativo, muitos deles se
sobrepdem ou mesmo se repetem. Ainda, uma vez que varios documentos de processo estdo
amontoados dentro dos videos, suas datas registradas (as datas de publicacdo), nao
correspondem as datas de criagdo dos documentos de fato. Para suprir essa caréncia
cronoldgica, tentamos, na medida do possivel, organizar a temporalidade dos arquivos
enquanto 0s apresentamos.

Os documentos de processo que vieram através do suporte video, que constituem a
maior parte do dossié, serdo referenciados a partir do DP onde estdo e de sua minutagem,
como a partitura da masica Can’t Repeat the Past, composta por Brian Ferry para o filme,
que aparece na parte 1 do conjunto de extras intitulado The swinging sounds of Gatsby,
publicado pelo canal The World of Movies:

Figura 03 — DP13 — Partitura original da masica Can 't Repeat the Past
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Fonte: Dossié da pesquisa, 00:03:15.

Através da figura acima, podemos ver como a pesquisa se beneficiou do meio digital
para conseguir acesso a documentos de processo que estariam, originalmente, disponiveis
em outros suportes. Afinal, em relacdo a sua materialidade, todo o dossié foi compilado
digitalmente. Embora reproduza manuscritos que certamente existiram em suporte papel,
como o roteiro e as partituras, estes foram localizados pelo pesquisador através da internet.

Tais documentos estdo listados nas referéncias, uma vez que estdo amplamente
disponiveis em meio virtual, além de terem sido armazenados pelo pesquisador no seu
computador pessoal e na plataforma Google Drive*, a fim de possibilitar a consulta rapida
em ambiente off-line e 0 compartilhamento com terceiros. Alem disso, constam nos anexos
as transcricdes de alguns dos videos mais importantes citados neste trabalho como meio de
facilitar a consulta aos registros de processo narrados.

4 Além das plataformas mencionadas, uma vez que o YouTube é a fonte priméria de boa parte da divulgacio
do corpus do dossié, o pesquisador montou uma playlist com os DP listados, disponivel em:
<https://youtube.com/playlist?list=PL2eaEDvfLMAae58rSI9TOkB6npz6 Y TLE4&Si=SsvmV_Z6r9bpAwgl>.
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3 CONSIDERACOES SOBRE O CINEMA

Nesta secdo, abordamos as épocas do Cinema Mudo (1896-1928) e do Sonoro (1928-
90), como demarcadas e apresentadas por Mark Cousins (2013). Além disso, pretendemos
entender como o conceito de intermidialidade se aplica ao contexto filmico, levando em
conta o jogo de adaptacdes com o qual estamos trabalhando a partir da cena da Grande Festa
de O Grande Gatsby de Baz Luhrmann.

Para entender o aspecto intermidiatico do cinema, precisamos compreendé-lo antes
enquanto midia. Ou seja, enquanto um meio de reproducdo e propagacdo de informagéo,
comunicacdo ou entretenimento, e também como representacdo de significados. Essa
variedade de sentidos referente ao termo midia deve-se ao fato de tal conceito poder variar
0 seu significado a depender do contexto em que se encontra.

Originalmente, o termo veio da palavra latina medium do qual recuperamos o sentido
de “meio” na esteira do que as teorias funcionalistas da linguagem chamam de canal. Esse
meio ou canal é como uma ponte, que determinado contetido cruza para chegar de um ponto
aoutro, ou de um determinado emissor até o seu receptor. Nesse sentido, 0 meio de produgéo
de sentidos através da palavra escrita pode ser visto como uma midia, da mesma maneira
gue o canal das imagens sonoras e visuais.

Além disso, a palavra “midia” e suas varia¢cdes como midiatico e intermidialidade
vém do inglés media com a mesma origem etimologica que vimos, mas com foco na
experiéncia comunicativa que esta sendo transmitida, em vez de no meio de transmissao.
Para Claus Cliiver, “midia” ¢ o “‘que transmite para, e entre, seres humanos um signo (ou um
complexo signico) repleto de significado com o auxilio de transmissores apropriados,
podendo até mesmo vencer distancias temporais e/ou espaciais”. (Cliiver, 2006, p. 24; 2012,
p. 9). Uma definicdo mais resumida vem de Lars Ellestrom (2020, p. 4): “Algo que
representa alguma coisa em um contexto de comunicagao”.

A palavra “cinema” pode se referir tanto ao espago destinado a transmissao de filmes
(o meio), quanto aos préprios filmes. E, mesmo entre as midias, o cinema ainda pode ser
considerado uma arte tanto sinestésica quanto sintética, segundo Robert Stam (2000).
Sinestésica por mobilizar mais de um dos cinco sentidos humanos e sintética pela capacidade
antropofagica de mimetizar suas antecessoras, como o teatro e a literatura. Por isso, é dificil
defini-lo com relacdo as outras midias, considerando que herda e adapta dessas midias suas
formas de expressdo e pode, por exemplo, “literalmente incluir pintura, poesia e musica, ou
evoca-las metaforicamente ao imitar seus processos” (Stam, 2000, p. 61, traducio nossa)®.

A ideia de exibir uma sequéncia de imagens originalmente estaticas para dar a
impressao de movimento na tela ndo € nova. O fendmeno conhecido como “persisténcia da
visao” (Sadoul, 1963, p. 9), responsavel por provocar esse efeito de movimento, ja era tema
de interesse na Idade Antiga, bem como, nos séculos XVII e XVIII. Uma vez que o olho

® literally include painting, poetry, and music, or it can metaphorically evoke them by imitating their
procedures.
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humano ndo apaga imediatamente os momentos singulares que o cérebro “fotografa”,
qualquer conjunto reproduzido a partir de doze imagens por segundo pode ser interpretado
como movimento, gracas aos residuos imageéticos que se prolongam de um quadro a outro.
O proprio termo francés cinematographe, que deu origem ao nome cinema, tem em sua raiz
etimoldgica a palavra grega para movimento, kinéma (kiviua).

O cinema se diferencia de outras formas de expressdo artistica por permitir
facilmente a utilizacdo, intercalada ou ndo, de multiplos planos, aliados & montagem e aos
tipos de edigdo que forem usados. Ao assistirmos um filme, podemos ir e voltar no tempo e
no espaco, podemos ver o que acontece de cima, de baixo, dos lados; até ficar estaticos ou
nos Movermos junto & cAmera, ou Vver e ouvir coisas que ndo existem fisicamente no mundo
real tal qual o conhecemos.

Tudo isso gracas a possibilidade de gravar, regravar e editar antes do produto ser
considerado como finalizado para apresentacdo. Situagdes complexas, que podem levar
horas ou dias de gravacdo intensa, chegam ao publico com duragdo de minutos devido a
esses recursos. S&o muitas as ferramentas sofisticadas, que tém sido refinadas ao longo dos
ultimos cento e vinte anos de existéncia do cinema, assim como sua interagdo com outras
artes, a saber: o teatro, a fotografia e a literatura, dentre outras, que tém enriquecido o
crescimento da linguagem cinematogréafica.

3.1 HISTORICO DO CINEMA

Quando comparado a outras formas de arte, como a escrita, o teatro e até a fotografia,
0 cinema € uma expressao artistica ainda muito nova. Nasceu em diferentes etapas pelas
contribuicdes de diversos criadores ao longo da década de 1880. Alguns dos nomes que
participaram dessa corrida midiatica sdao: “Thomas Edison, George Eastman, W. K. L.
Dickson, Louis Le Prince, Louis e Auguste Lumiére, R. W. Paul, Georges Mélies, Francis
Doublier, G. A. Smith, William Friese-Greene ¢ Thomas Ince” (Cousins, 2013, p. 22).

Com a popularizacdo das técnicas de fotografia no mesmo século, o desenvolvimento
do cinema dependia, basicamente, de tecnologias que permitissem a captura de varios
quadros por segundo e uma maneira igualmente veloz de reproduzi-los diante dos
espectadores. O cinetoscdpio desenvolvido sob a supervisdo do inventor Thomas Edison em
1891 (Sadoul, 1963) € um dos exemplos de mecanismos que cumprem esse propdsito apenas
“girando” imagens diante do olho do espectador. Embora esse aparelho fosse de uso
individual e limitado, o interesse de Edison pelo cinema permitiu a criacao da fita de filme
de 35 mm, que se tornou padrdo para filmagens durante muitos anos. Esse trabalho ocorreu
através da parceria entre Thomas Edison e George Eastman, sendo este ultimo o fundador
da Empresa Kodak.

O rolo de filme também continha perfuracdes, que o prendiam as filmadoras, assim
agilizando o processo de multiplas capturas de imagem. Foi utilizando o Filme Kodak e
adaptando o modelo patenteado da filmadora de Louis Le Prince que os irmaos Lumiere
fizeram seus protétipos. E € justamente de autoria da dupla Lumiére a exibi¢cdo mais bem-
sucedida dessa corrida cinematografica, que ocorreu em 28 de dezembro de 1895, data tida
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como o nascimento do cinema por muitos historiadores (Cousins, 2013, p. 23). O Cinema
tinha vindo para ficar.

As primeiras exibi¢des ja impressionaram pela novidade, mas no geral, eram apenas
cenas do cotidiano sendo filmadas: Pessoas passando pelas ruas, trens chegando as estacoes,
coisas assim. O que impressionava mesmo eram as imagens em movimento, mais do que seu
conteldo. Quanto mais as cameras eram popularizadas, mais baratas e faceis de usar se
tornavam, portanto, mais cineastas apareciam, todos decididos a inovar.

Né&o demorou para Alice Guy-Blaché, fundadora do Solax, um dos primeiros estidios
de cinema do mundo, descobrir que poderia até pintar os quadros dos rolos de filmes e obter
o resultado desejado na sua reproducdo, sendo esses 0s prototipos do que hoje conhecemos
como efeitos visuais. Emile Cohl chegou a conclusdes parecidas ao criar Fantasmagorie
(1908), primeiro desenho animado a ser projetado em tela.

Ao mesmo tempo, George Mélies fazia as primeiras experiéncias com os cortes.
Elementos desapareciam da sua tela ou eram substituidos por outros quadros, dando um tom
fantastico para suas peliculas, que rejeitavam a linearidade visual. As possibilidades de
rebobinar uma fita e exibi-la de tras para frente também ndo passaram despercebidas aos
cineastas da década de 1890, bem como tantos outros efeitos visuais. Embora ainda néo
houvesse sistematizacao tedrica desses recursos, estavam presentes e demonstraram a forca
criativa que a linguagem do cinema ja possuia.

A relacdo do teatro com o cinema também ndo pode ser ignorada. Muitos dos
cineastas do inicio dos anos 1890 se apropriaram de recursos e narrativas teatrais para
conduzir sua estética cinematografica. Um dos modelos intermidiaticos mais fortes foi
estabelecido pelo Japdo, na década de 1910, que comecou a gravar adaptacdes de suas pecas
nos estilos populares tradicionais Kabuki e Shimpa (Cousins, 2013, p. 40). A prépria
Shochiku, que era uma companhia teatral japonesa, se tornou uma companhia
cinematogréafica. As exibicdes eram acompanhadas de um benshi, um narrador dramatico
que dublava e comentava os filmes de forma simultanea.

Esse modelo de narracdo simultanea também foi adotado, na mesma década de 1910,
nos Estados Unidos, em cinemas que ficaram conhecidos como Nickelodeons, uma juncao
das palavras Nickel, em referéncia ao niquel, a moeda de 5 centavos norte-americana, e a
palavra grega odeion, que remete aos anfiteatros da Grécia. Nesses estabelecimentos, havia
sempre um tocador de piano acompanhando o filme com suas partituras na sala de cinema
(Altman, 1995), tornando o cinema um espetaculo sonoro anos antes do primeiro filme
falado surgir.

E, claro, no inicio do século XX havia o0 apelo do teatro e da literatura como fontes
artisticas consolidadas, das quais o cinema poderia beber:

Entre 1909 e 1912, oito versdes do romance Oliver Twist, de Charles Dickens,
foram produzidas. Em 1910, estima-se que um terco de todos os filmes baseou-se
em pecas e outro quarto era adaptacdo de romances. Hamlet, de Shakespeare, foi
filmado vinte vezes na ltalia, Franca, Dinamarca, Grd-Bretanha e nos Estados
Unidos [...] No mesmo periodo, houve mais de cinquenta filmes sobre o detetive
britnico Sherlock Holmes (Cousins, 2013, p. 44-45).
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Tal abundéancia de historias ja conhecidas e reconhecidas no imaginario do publico
reforca a ideia de que o que importava mais era ver essas historias em agdo. O som ndo era
prioridade do publico, por mais que estivesse presente nessas figuras externas a tela.
Contudo, isso ndo quer dizer que os sons ndo afetassem a percepcdo do publico e logo os
estidios perceberam que seria impossivel controlar o modo de apresentacdo de seus filmes
se 0s sons ndo fossem padronizados na indUstria cinematogréfica. Afinal, de certa forma,
cada experiéncia acabava sendo materialmente diferente em cada sala de cinema, j& que
recursos sonoros distintos eram empregados por pessoas distintas em exibic¢oes distintas.

Tanto é que em setembro de 1909 uma revista da empresa de Edison, a Kinetogram,
comecgou a sugerir listas de musicas para acompanhar seus filmes (Altman, 1995). A ideia
morreu no ano seguinte, mas plantou a semente nos produtores, que comegaram a indicar
uma série de normas para padronizar as apresentacdes musicais entregues ao publico:

A Warner Brothers desenvolveu o sistema Vitaphone e investiu em pesquisas para
o sincronismo de efeitos sonoros e de musicas com a imagem. Don Juan (Alan
Crosland, 1926) se tornou um marco do cinema sonoro, pois foi o primeiro longa-
metragem a utilizar o sistema Vitaphone. Porém, foi em 1927 que o filme O cantor
de jazz apresentou ao publico a grande inovacdo: sequéncias de dialogos
sincronizados (Opolski, 2014, p. 182).

O alvorecer do cinema sonoro foi um marco transformador na trajetoria da setima
arte, que é conhecida como audiovisual. E embora o pioneirismo do filme O Cantor de Jazz
(1927) como filme sonoro seja contestado, foi 0 seu sucesso comercial que incentivou 0s
estudios e produtores a apressarem a transicdo do cinema mudo para 0 sonoro:

A revolugdo do sonoro provocou uma nova corrida: pelo controle dos mercados.
A divulgacdo do cinema, mudo, "linguagem universal" conforme dizia-se entéo,
era relativamente facil. Em compensacéo, o didlogo constituia uma barreira para
0s espectadores de outro idioma. Antes do acerto da dublagem e das legendas,
reinou a maior confusdo em matéria de solucbes a esse obstaculo. Inicialmente,
coexistiram fitas e cinemas mudos e sonoros. Além disso, os primeiros filmes
falados americanos tinham uma versdo silenciosa para a exportagdo (Paranagua,
1984, p. 37).

Segundo Cousins (2013, p. 118), a introducdo do som no cinema representou um
aumento de dez milhdes nas vendas de ingressos nos Estados Unidos. Apesar disso, 0 som
filmico ndo foi uma unanimidade. Alguns cineastas, como Chaplin, conhecido sobretudo por
seus filmes mudos, acreditavam que a entrada do som comprometeria a estética dos filmes
— embora o préprio tenha se rendido ao potencial do som no filme, eventualmente. Ja o
famoso diretor soviético Sergei Eisenstein acreditava que o poder expressivo do cinema
estava na montagem, conceito ao qual dedicou a maior parte dos seus estudos.

A montagem é descrita por ele como uma colagem de fragmentos, ou seja, de cenas,
de modo a gerar efeitos de sentido e continuidade narrativa. Em sua Declaracdo sobre o
Futuro do Cinema Sonoro, Eisenstein afirmou que o som fracassaria em substituir tal poder
expressivo da montagem:

O sonho do cinema sonoro se tornou realidade. Com a inveng¢ao do cinema sonoro
de fato, os norte-americanos se colocaram a frente para torna-lo rapida e
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substancialmente uma realidade. A Alemanha est4 trabalhando intensamente na
mesma direcdo. Todo o mundo esta falando sobre a coisa muda que aprendeu a
falar. [...] Gravagdo de som é uma invencdo de dois gumes, e é mais provavel que
seu uso ocorrerd ao longo da linha de menor resisténcia, isto é, ao longo da linha
da satisfagéo da simples curiosidade (Eisenstein, 2002 [1928], p. 225).

De fato, a introducdo da captacdo do som no processo de criagdo cinematogréfica
trouxe novos desafios técnicos e criativos. As linguagens corporais e visuais, que antes
dominavam as telas, tiveram que se adaptar ao novo contexto para acomodar os dialogos
falados as cenas. Entdo, a coreografia mudou, a énfase na expresséao facial teve que se ajustar
e a montagem precisou se reestruturar para manter a fluidez narrativa. A tecnologia
envolvida no processo se tornou mais complexa e dificil de lidar, como podemos ver na
figura a seguir, que retrata o processo de gravacao de uma cena de didlogo entre um casal:

Figura 04 — Registro de gravacdo filmica no ci

nema sonoro
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Fonte: Historia do Cinema (Cousins, 2013, p. 119), a paftir do acervo de Robert Flaherty.

Na figura, as trés caixas cobertas na parte inferior guardam as cameras apontando
diretamente para os atores, a esquerda da imagem, sentados em um banco. Sobre eles hd uma
vara boom, ou seja, a longa vara que contém na sua extremidade o microfone para captacéo
direta de som. A direita da imagem ha ainda toda uma orquestra tocando suas composicdes
para o filme em tempo real. Ou seja, as imagens, os dialogos e a musica eram gravados
simultaneamente para que estivessem naturalmente sincronizados. Isso dificultava os cortes
e impedia que o diretor desse instrucBes durante a cena, o que fazia com que as gravacoes
fossem continuas, demandando dos atores e da producdo novas competéncias.

Essa logistica afastou praticamente todos os paises do cinema sonoro, sendo
excegdes: Estados Unidos, Alemanha, Franca, Itdlia, Gra-Bretanha e Espanha, embora o
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cinema estadunidense ja estivesse em outro patamar nesse sentido, pois possuiam um publico
mais engajado. A Unido Soviética, inicialmente, ndo tinha recursos nem vontade de
implementar o som no cinema, como Eisenstein reforcou em seu ensaio. O Japao também
permaneceu abragado ao cinema mudo por opc¢do estética, algo que permanece, em menor
grau, na estilistica do cinema japonés.

Na América Latina, 0 cinema sonoro demorou a vingar, com excecdo da Argentina.
Os hermanos ganharam o mundo ao trazer o estilo musical do tango para seus cinemas:

A excecdo que confirma essa regra (conforme dizem os gramaticos franceses) € a
Argentina, o primeiro pais latino-americano que aproveitou imediatamente a
transi¢do para o sonoro, apostando com éxito na mutacdo industrial. As condigdes
herdadas da época muda ndo eram muito diferentes daquelas existentes no Brasil
e no México, em termos de gente preparada e de infra-estrutura. A diferenca foi o
tango, verdadeiro veiculo da expansdo do cinema argentino, dentro e fora do pais
(Paranagud, 1984, p. 141).

A distribuicdo massiva de filmes sonoros em inglés, aliada a auséncia de
concorréncia a altura, permitiu a disseminacgéo do idioma pelo mundo, afirmando a soberania
hollywoodiana que temos até os dias de hoje. Além da lingua falada, o som no cinema
ofereceu um novo leque de opg¢des criativas. Até porque, de acordo com Deébora Opolski
(2014, p. 171), “o termo som [...] ndo se refere apenas a musica, [...] mas aos sons
constituintes da cena, como dialogos, ambientes, objetos sonoros da cena, sound effects etc.”

A fim de diferenciar a especificidade e a funcdo de cada uma dessas expressdes
sonoras, trocamos o uso da expressao geral “trilha sonora” pelos nomes apropriados de cada
tipo de som constituinte de um filme. Especialmente pelo fato desta dissertacéo trabalhar
também com a estética radiofénica, preferimos evitar reforcar a falsa sinonimia que o publico
em geral criou entre os termos “musica” e “trilha sonora”:

Como pode ser facilmente comprovado, até aproximadamente o inicio da década
de 1970 era o termo “musica” (ou “musica original”) que precedia o nome do
compositor nos créditos dos filmes brasileiros. No caso de musica ndo-original,
usava-se “diretor musical” ou “diregdo musical”. Durante os anos 1960-70, nos
Estados Unidos, a parceria entre as industrias fonografica e cinematogréafica
passou a adotar a expressao From the Original Soundtrack of... na capa de discos
de musica de filmes. No Brasil, a expresséo foi traduzida para o portugués
como “trilha sonora original” — sem o from the, portanto — e reproduzida
de modo intenso no radio e na televisdo, nas campanhas publicitarias dos
discos com musicas das telenovelas da Rede Globo, lancados pela gravadora
Som Livre. A expressdo impregnou a nossa lingua a tal ponto que hoje em dia é
empregada, no Brasil, para designar ndo somente quase a totalidade da musica
utilizada em filmes e videos de toda natureza, mas também em pegas teatrais,
balés, desfiles de moda, exposic¢des de artes plasticas, intervencdes, happenings,
recitais de poesia e festas de quinze anos (Maia, G., 2007, p. 36, grifo nosso).

Portanto, em vez de “trilha sonora”, falamos especificamente dos elementos que nela
estdo contidos: dialogos, foley, hard effects, background sounds e, claro, masica. Uma das
situacGes mais interessantes que a entrada do som no cinema trouxe foi a criagdo do foley.

A técnica leva esse nome gracas a Jack Foley (1891-1967), idealizador e pioneiro na
sua execugdo. Chamamos de foley o processo de criagdo dos sons que deveriam estar na cena
e ndo estdo, porgue sdo sutis demais para que um microfone seja capaz de capta-los durante



38

as gravagOes, uma vez que o microfone precisa permanecer fora do campo de visdo da
camera. Também sabemos que alguns sons ndo correspondem a realidade material das
gravacdes, mas a realidade do filme: por exemplo, um filme que se passa em um deserto
pode ser gravado em um estudio, contudo, por mais que os atores ndo estejam pisando em
areia de verdade, 0 som de seus passos precisa ser 0 de passos na areia:

Definindo foley como os sons resultantes da a¢do do ser humano, esses
movimentos sonoros sao divididos em trés grupos: (steps) passos, (clothes) roupa
e (props) objetos de cena. Juntos os sons formam um contraponto, criando a
ambiéncia sonora da agéo principal e auxiliando na construgéo da ficcdo (Opolski,
2014, p. 183).

Embora esses sons ndo sejam ativamente ouvidos pelo publico, uma vez que ja sdo
pressupostos como reais, eles acrescentam ‘“‘cor e textura sonora”, como afirma Purcell
(2007, p. 32), as cenas, além de apresentarem a possibilidade de esconder erros de
continuidade e problemas em outras partes do som. Além disso, o foley pode exercer uma
funcdo dramatica, atenuando ou intensificando os sons criados para atingir os efeitos
estéticos desejados:

Figura 05 — Profissional de foley trabalhando
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Q
\

Fonte: Acervo digital do Sound Design Campus da Vancouver Film School, disponivel no
Flickr (2011 [2003]).

Hoje em dia, ja existem acervos compostos de sons previamente preparados, para que
estadios e produtoras ndo precisem criar efeitos sonoros inéditos a cada projeto. Nesse caso,
ndo se tratam de sons feitos sob medida para as cenas, como 0s sons direct-to-picture, mas
de sons genéricos. Por conta disso, sdo produzidos em massa e descritos em detalhe, a fim
de facilitar a vida dos sound designers que estejam buscando efeitos sonoros para encaixar
em contextos especificos, como podemos ver na figura a seguir:

Figura 06 — Lista de acervo de sons
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BO0T 1-1__[AIRPLARE, BIFLANE STEARMEAR: FROM COCRPIT, GTART, TDLE 147
BO0T 3-1__|AIRPLANE, BIFLANE STEARMEAN: FROM COCKPIT, IDLE, TAKE OFF 136
GO0T 31 |AIRPLANE, BIFLANE STEARMAN: FROM COCKPIT, [N FLIGHT T30
BOOL 3-1__|AIRFLANE, BIFLANE STEARMAN: FAOM COCKFIT, IN FLIGHT 104
BOOL 51 |AIRPLANE, BIFLANE STEARMAN: FROM COCKPIT, TN FLIGHT, LAND, IDLE, SHUT OFF FEE]
BO0L E-1__[AIRFLANE, BIFLANE STEARMAN: EXT: START, IDLE, SHUT OFF 153
BOOT 7-1__|AIRPLANE, BIFLANE STEARMAN: EXT: IDLE, TAKE OFF =6
EO0T E1 [AIRPLANE_BIPLANE CTEARMAN: EXT: PASS BY 1]
GO0L 51 |AIRPLANE_BIPLANE STEARMAN: EX1: PASS BY ]
G001 10-1 [AIRPLANE, SINGLE PROP CESSHA: INT: START, IDLE 1:10
BO0L 11-1 [AIRFLANE, SINGLE PROP CESSMA: INT: IDLE, SHUT OFF 33
G001 12-1 |AIRPLANE, SINGLE FROP CESSNA: INT: TAXI TO RUNWAY 1:17
G001 13-1 [AIRPLANE, SINGLE PROP CESSMA: INT- TAKE DFF 54
G001 14-1 |AIRPLANE, SINGLE PROP CESSMA: INT- IN FLIGHT 1:12
G001 15-1 [AIRPLANE_SINGLE FROP CESSNA: INT- LAND 1:10
G001 1E-1 [AIRPLANE, SINGLE PROP CESSAA: INT- TAXI TO TARMALC 1:00
G001 17-1 [AIRPLANE, SINGLE PROP CESSHA: EXT- START, IDLE_ SHUT OFF 1-:09
GO0L 1B-1 |AIRPLANE, SINGLE PROP CESSMA: EXT: IDLE, APPAOALH, LEFT, TAKE OFF ]
BO0L 15-1__|AIRPLANE, SINGLE FROP CESGHA: EXT: APFROACH, LEFT, TAKE OFF 35
BO0T 20-1_[AIRPLAMNE, SINGLE FROF CESGNA: EXT: PASS BY =1
BO0T 21-1__|AIRFLANE, SIWGLE FROF CESSNA: EXT: PASS BY E]
GO0T 22-1 [AIRPLAME, SINGLE FROF CESGNA: EXT: PASS BY o5
BOOL 23-1__|AIRFLANE, SIWGLE FRGP CESSHA: EXT: ABORT LANDING, PASS BY 5
BOOL 24-1__|AIRFLANE, SINGLE FROP CEGGHA: EXT: LANDING ¥
BO0L 75-1__|AIRFLANE, SINGLE FROF CESSHA: EXT. LANDING F
BOOT 2E-1__|AIRFLANE, TWIR FROF WIMWG AIR: INT: START, IDLE 213
BO0T Z7-1__|AIRFLANE, TWIN FROF KIPKG AR INT: IDLE, BELL, FLAFS JE]
BOOL 2E-1__|AIRFLANE, TWIR PROF KNG AL IWT: TAKL 10 RUNWAY 1:30
BO0T 75-1_[AIRPLANRE, TWIR PROF KING AT INT: TARE OFF [EE
BO0T 30-1__|AIRFLANE, TWIN FROF FIPKG ATF IWT: INFLIGHT 131
GO0T I1-1__|AIRFLANE, TWIN PROF FING AT IhT: DESLEND, LAND EET]
BOOT 321 [AIRFLANE, TWIN FROF KING AR INT- TAKI T0 TARMAC,SHUT GFF 257
G001 331 |AIRPLANE, TWIN PROP KIPOG AR EXT: START, IDLE 3:25
G001 34-1 [AIRPLANE, TWIN PROF KENG ALR- EXT: TAXI TO RUNWAT 1:14
G001 35-1 |AIRPLANE, TWIN PROF KING AlF: EXT: AFPROACH, TAKE OFF 40
G001 3E-1 [AIRPLANE, TWIN PROF KING AfR- EXT: PASS BY, SLOW 41
GO0L 37-1 _|AIRFLANE, TWiK PROF KING AlR: EXT: PASS BY, MEDIUM 38
G001 381 [AIRPLANE_TWIN PROP KING AlR- EXT: PASS BY, FAST 42
BO0L 35-1 [AIRPLANE, TWIN PROF KING AlR- EXT: FASS B8Y, FAST 5
G001 a0-1 |AIRPLANE, TWIN PROP KING AlFi: EXT: PASS OVERHEAD DISTANT 55
G001 41-1 [AIRFLANE, TWIN PROF KING AfFi: EXT: AFFROACH, LAND 30
G001 43-1 |AIRPLANE, TWIN PROF KING AlF: EXT: SHUT DEF ]
BO01 43-1 [AIRPLANE, JET LEAR: INT- START, IDLE 2:17
BOOL 33-1__[AIRFLANE, JET [EAR: INT: IOLE EEE]
BOOT 35-1_[AIRFLANE, JET [EAR: INT: TAXI T0 RURWAT FEET)
BO0T 36-1_ [AIRFLANE, JET L[EAR: NT: TAKE OFF FE]
BOOL 47-1__[AIRPLANE, JET LEAR: INT- IN FLIGHT, BANKING FE]
BO0T 36-1_[AIRPLANE, JET [EAR: INT- IN FLIGHT 10 DEGCEND, LAND 333
BO0T 35-1__[AIRPLANE, JET LEAR: INT: TAXI T TARMAL, FILOT CHECK LIST 1:15
GO0T 50-1__|AIRPLANE, JET [ERR: EXT: FIRGT EWGINE START T:01
BOOL 51-1_|AIRFLANE, JET [EAR: EXT: SECOND ENGINE START 102
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Fonte: Captura de tela feita pelo autor de um documento disponibilizado pela plataforma
Sound Ideas, biblioteca virtual de efeitos sonoros.

A figura trata-se de uma captura de tela da primeira pagina de um documento de 148
paginas, que serve de referéncia para consulta em um acervo de milhares de sons. Organizada
em ordem alfabética e por temas, a primeira pasta da lista retne sons realizados por avides
baseados em seus modelos (biplano, monomotor, jato, entre outros) e na acdo (decolagem,
Voo, aterrissagem). A lista ainda indica o tempo de duracéo original de cada arquivo de som,
embora os softwares de edicdo de dudio nos permitam prolongar, recortar ou editar essas
midias sonoras de varias formas.

Enfim, é possivel ver como o advento do som alterou o cinema. Empoderado pelos
NOVOS recursos, seu potencial dramatico e narrativo aumentou. Ao contrario do que pensava
Eisenstein, o cinema sonoro nao foi uma moda temporaria “para satisfazer a curiosidade” do
publico, tampouco seus recursos empobreceram a linguagem cinematogréafica.

Com o aumento dos lucros, uma vez que 0s ingressos se tornaram mais caros € o
interesse do publico aumentou, a producdo também cresceu, assim como o dialogo do
cinema com outras midias:

Tanto o romance quanto o filme tém canibalizado consistentemente outros géneros
e midias. [...] Mas o cinema leva essa canibaliza¢do ao seu paroxismo. Como uma
linguagem rica e sensorialmente composta [...] 0 cinema se torna um receptéaculo
aberto a todos os tipos de simbolismos literérios e pictéricos, a todos os tipos de
representacdes coletivas, a todas as ideologias, a todas as estéticas e ao jogo
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infinito de influéncias no cinema, nas outras artes e na cultura de modo geral
(Stam, 2000, p. 61, tradugdo nossa).t

Pensamos nessa relacdo entre o romance, o filme e os demais géneros. Buscamos
entender a influéncia que o material-fonte, ou os materiais-fontes, tem sobre a linguagem
cinematogréfica. Portanto, veremos a seguir, como a intermidialidade se comporta no
cinema, levando também em conta o nosso filme-objeto: O Grande Gatshy.

3.2 INTERMIDIALIDADE NO CINEMA

A intermidialidade é um conceito tdo amplo quanto seu escopo. Dentro dos estudos
culturais, ¢ comum que o termo associado ao processo intermidiatico seja “adaptagdao”, como
Linda Hutcheon (2013) o utiliza. Para os Estudos da Traducdo, a expressdo tida como
equivalente foi herdada da distincdo feita por Roman Jakobson (2007) entre os tipos de
tradugdo: intralingual, interlingual e intersemidtica, sendo a Ultima associada ao conceito de
traduzir entre diferentes meios ou midias.

Contudo, embora esses conceitos se relacionem, ndo se trata da mesma coisa.
Segundo Lars Ellestrom (2017), a intermidialidade ¢ um “angulo” de pesquisa, que lida com
as semelhancas e diferencas entre as midias. O que possibilita essa analise intermidiatica é a
no¢ao de “caracteristicas das midias” (2017, p. 202) que o autor emprega para designar
elementos que compdem a forma e o contetdo de cada midia.

Ainda para Ellestrom, os estudos tedricos da intermidialidade se dividem em uma
perspectiva sincronica e diacrénica. Na sincrénica, estuda-se os tipos de midias e as
caracteristicas que tém em comum. Ou seja, o foco estd nos produtos de midia, como
aparecem em um determinado recorte. Ja a perspectiva diacrénica, a que nos interessa, se
propde a interpretar e descrever as transferéncias de caracteristicas entre as midias. Portanto,
o tipo de transformacéo pela qual uma representacdo midiatica ou uma midia passa, ao longo
do tempo:

Em relago & perspectiva diacronica, acho que é indispensavel manter certa énfase
tanto na nocdo de transferéncia, indicando que os tragos identificaveis sdo, na
verdade, realocados entre as midias (a historia e as personagens de uma histdria
em quadrinhos podem ser claramente reconhecidas em um filme), quanto na nogéo
de transformacdo, salientando que as transferéncias entre as diferentes midias,
entretanto, implicam sempre em alteracfes (a historia no filme pode ndo ser,
eventualmente, idéntica a dos quadrinhos). Para efeitos de concisdo, no entanto,
refiro-me a esta perspectiva simplesmente como transformacdo de midia
(Ellestrém, 2017, p. 202).

® Both novel and film have consistently cannibalized other genres and media. [...] But the cinema carries this
cannibalization to its paroxysm. As a rich, sensorially composite language [...] the cinema becomes a
receptacle open to all kinds of literary and pictorial symbolism, to all types of collective representation, to all
ideologies, to all aesthetics, and to the infinite play of influences within cinema, within the other arts, and
within culture generally.
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Além das perspectivas diacrénicas e sincronicas, Ellestrom também defende que a
intermidialidade abarca pelo menos dois tipos de transformacdes midiaticas: a representacao
de midias e a transmidiacdo. No campo das artes, o exemplo mais conhecido da
representacdo de midias € a écfrase, que se trata da “representagao verbal” (Cliiver, 2011, p.
18) de textos criados de maneiras ndo-verbais. Normalmente, a écfrase é utilizada para se
referir a poemas que representam pinturas, mas seu escopo abrange composi¢des musicais,
performances, obras arquitetonicas, entre outros. Ja dentro da transmidiacdo, o autor
reconhece como seu exemplo mais famoso a adaptacao:

A adaptacdo &, assim, uma espécie de transmidiacdo: uma midia representa de
novo, mas de forma diferente, algumas caracteristicas que ja foram representadas
por outro tipo de midia. Isso é o mais longe que posso ir ao tentar definir adaptacéo.
Como, segundo meu conhecimento, a adaptacdo nunca foi definida em termos de
representacdo de midia, ndo acho esta delimitagdo muito controversa (Ellestrém,
2017, p. 204).

Devido a essa caracteristica de apagar alguns elementos do texto-fonte, mantendo e
acrescentando outros, Linda Hutcheon compara o processo de adaptagdo a um “palimpsesto”
(2013, p. 61), o antigo suporte de escrita que permitia rasuras e reescrituras constantes. Da
mesma forma que o apagamento ndo era perfeito e deixava vestigios, a adaptacdo pode
manter no novo enredo, dialogos, personagens, contextos, musicas, entre outros, enquanto
propde uma releitura de dado produto.

A escolha de quais elementos serdo mantidos depende tanto das possibilidades
oferecidas pelas midias envolvidas, quanto das escolhas criativas dos autores. Assim, é
dificil quantificar o impacto que tais mudancas podem criar nos textos transmidiaticos. Por
causa disso que tanto a adaptacdo quanto a traducdo podem carregar 0 estigma da
infidelidade e da inferioridade diante do texto-fonte. Segundo Anastécio (2006), a crenga na
infidelidade se baseia na ideia errbnea de que dois sistemas distintos ndo admitem
aproximacdes ou transcodificacoes, e a crenca na inferioridade parte da nogéo de que o livro
é anterior ao filme. Logo, sendo a escrita mais antiga que o cinema era, muitas vezes,
considerada como uma forma de arte até mais importante, o que é uma falécia.

Ha& ainda outros julgamentos apontados pela autora, que sdo propostos tanto pelo
publico em geral, quanto por alguns estudiosos do cinema. Por exemplo, a ilusdo de que o
cinema, como arte visual, é incapaz de representar subjetividades e abstracdes, ideia que
também contribui para o equivoco de que a leitura de um filme é mais simples do que a
leitura de um texto verbal. A isso se acresce também a nocdo elitista de que, sendo um
produto produzido inicialmente pela classe operaria e acessivel as massas, trata-se de uma
arte menos rica e mais vulgar.

Para se afastar de tais julgamentos, Linda Hutcheon defende que a ideia de fidelidade
ao texto anterior sO serve para fins comparativos, nao criticos; é apenas uma questdo de
anterioridade. Hutcheon sugere uma classificacdo de obras intermidiaticas baseada em
“modos de engajamento” com a audiéncia (2013, p. 47): contar, mostrar e interagir.

Além de evitar a falsa critica da fidelidade, que Ellestrom também considera vaga e
ambigua, a autora privilegia os elementos que guiam 0 processo, uma vez que o produto é
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guiado pela funcéo. Ele vai além da discusséo sobre o meio material de transmisséo, pois 0s
“modos de engajamento” se aplicam intercambiavelmente a diferentes midias.

Esses modos também andam de mdos dadas com a teoria da funcionalidade na
tradugdo, a Skopostheorie, como proposta por Reiss e Vermeer (1984), que preza pela
coeréncia ao propoésito do texto. A esse propdsito, incluem-se tempo e espago, categorias
que Hutcheon reconhece como cruciais para guiar o0 processo transmidiatico, até porque as
audiéncias mudam, assim como as possibilidades oferecidas pelas midias:

De modo similar, a tecnologia provavelmente sempre estruturou, para ndo dizer
conduziu, a adaptacdo, uma vez que as novas midias constantemente abriram a
porta para novas possibilidades para todos os trés modos de engajamento.
Recentemente, as novas tecnologias eletrénicas redimensionaram o que podemos
chamar de fidelidade a imaginacéo - em vez da 6bvia fidelidade a realidade -, indo
além das técnicas prévias de animacédo e efeitos especiais. Podemos agora entrar
nesses mundos e atuar neles através da tecnologia digital 3-D (Hutcheon, 2013, p.
55).

Levando em consideragédo a perspectiva dos Estudos da Tradugdo, os funcionalistas
enxergam toda a extensdo de um texto, verbal ou ndo, como uma Unidade de Traducdo, que
abdica da literalidade, tanto da forma quanto do contetdo em prol da fung&o, outro principio
relevante nessa teoria da funcionalidade. A funcdo determina os procedimentos tradutorios
que devem ser empregados para que as ideias do texto alcancem os receptores desejados, ou
0 publico-alvo.

Pode-se pensar que um texto jornalistico provavelmente adotara a funcéo referencial
e seu processo de producdo é construido para que esse efeito seja percebido. Se refletirmos
sobre o conceito de adaptacdo trazido para o escopo transmidiatico, também podemos
associar a nocao de funcdo com os modos de engajamento propostos por Hutcheon, levando
em conta que o processo de adaptacdo precisa considerar as especificidades do canal pelo
qual sera veiculado.

Embora tantos pontos de intersecdo possam ser encontrados entre as diferentes
perspectivas tedricas que trabalnham com diversas midias, a passagem de romances para
filmes ndo s6 € um dos focos deste trabalho, como também, o tema que mais mobiliza os
estudos de adaptacao.

Historicamente, como midias, cinema e romance sempre andaram lado a lado. No
Brasil, a contribuicdo mais marcante no que concerne a producdo filmica nacional, era
composta, sobretudo, por adaptacdes que tinham materiais literarios como fonte:

No Brasil, o italiano Vittorio Capellaro [...] é quem melhor encarna este
nacionalismo requintado e romantico, em obras como Inocéncia (1915), baseada
no Visconde de Taunay, O Guarany, [...], José de Alencar, com duas versoes (1916
e 1926) e O Cruzeiro do Sul (1917) adaptado de Aluizio de Azevedo, Iracema
(1917), também de Alencar, O Garimpeiro (1920), inspirada por Bernardo
Guimardes (Paranagud, 1984, p. 19).

Devido ao seu sucesso como romance, O Grande Gatsby ndo € uma obra estranha ao
jogo intermidiatico e ndo demorou a ganhar adapta¢des para outras midias. Na verdade, no
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ano seguinte ao langamento do romance, Gatsby ja estreava nos palcos. Na figura a seguir,
podemos ver um dos cartazes da primeira pecga inspirada no romance:

Flgura 07 — Cartaz de programagao da pe(;a The Great Gatsby

0/4 mbassador ‘Tbeat

ween Broadway and Bighth
BHUBERT T!{IATRB OORPORANON Lnun
Direction of LEE and J. J. SHUBERT

FIRE NOTICE: Look around NOW and choose the nearcst
Exit to your seat. In case of fire, walk (not run) to THAT Exit.
Do not try to beat your neighbor to the street,

THOMAS J. DRENNAN, Fire Commissioner,

y
Shunerd bannor. llIXII{I BENCHLEY, in “LIPE.

WEEK BEGINNING MONDAY MATINEE, FEBRUARY 22, 1024
Matincos Wednesday and Saturday

WILLIAM A, BRADY
Presonts

A New Drama by
OWEN DAVIY

The Great Gatsby

From Lhe Novel by F. Scott Fllzgerald
~-with

JAMES RENNIE

Staged by George Cukor |l

Fonte: Acervo da plataforma PlayBill (2012). Disponivel em:
<https://www.playbill.com/production/the-great-gatsby-ambassador-theatre-vault-
0000001115>.

A peca, de autoria do dramaturgo Owen Davis, foi exibida na Broadway por 112
vezes a partir de 1926. Baseado nessa versdo é que o primeiro filme foi lancado, em 1926,
roteirizado por Becky Gardner e Elizabeth Meehan, dirigido por Herbert Brenon. O filme é
considerado como perdido; ou seja, ndo possui mais copias disponiveis e ndo mais pode ser
assistido de forma alguma. Dele, restam apenas as criticas da época, 0s cartazes e pequenos
trechos de imagens.

Contudo, essa nao seria a Ultima vez que a histéria iria para as telas. The Great Gatsby
também ganhou uma versdo cinematografica em 1949, a primeira versao sonora do filme,
uma vez que seu predecessor foi langado ainda na era do cinema mudo. Richard Maibaum e
Cyril Hume roteirizaram essa versdao com a direcdo de Elliott Nugent. Ambas as versdes
sofreram censura, uma vez que Gatshy retrata temas polémicos da sociedade norte-
americana da época. A versdao de 1949 sofreu com muita perseguicdo, segundo seu co-
roteirista:

Nos disseram que o roteiro estava inaceitdvel. O protesto geral era de que o
romance possuia “baixo valor moral”. Especificamente, violava o Cddigo de
Producdo de Cinema vigente, pois abordava adultério, assassinato sem punicao,
glamourizava um gangster, retratava consumo excessivo de alcool, desprezava as
instituices do casamento e do lar, rebaixava padrfes morais, apresentava amor
impuro como atrativo e belo, etc. [...] F. Scott Fitzgerald odiava Breen e a Legido


https://www.playbill.com/production/the-great-gatsby-ambassador-theatre-vault-0000001115
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da Decéncia. Eles baniram sua peca Infidelidade e, também, os assuntos centrais
dos romances por ele publicados, que representavam tudo o que a Legido se
opunha como entretenimento. Além disso, Fitzgerald havia transformado varios
produtores de Hollywood em inimigos ao demonstrar seu desprezo pela indistria
quando visitou ou trabalhou Ia. Sofremos pelo ressentimento acumulado contra ele
e seus trabalhos, que passou dos limites previstos pelo Codigo de Producdo do
Cinema da época (Maibaum, 2019 [1973], p. 38, traducéo nossa’).

Richard Maibaum ndo s6 idealizou o filme, como foi o seu maior apoiador e porta-
voz, tendo se dedicado durante anos para realiza-lo, apesar da censura. Dentro da inddstria
cinematogréfica, o autor Maibaum afirma ter sido reconhecido por iniciar a revitalizacdo da
imagem de Fitzgerald. De fato, a época desse texto escrito pelo roteirista a respeito da
censura em sua adaptacdo, uma terceira versdo de Gatsby estava sendo produzida.

Roteirizada pelo renomado Francis Ford Coppola e protagonizada por grandes
nomes, como Robert Redford e Mia Farrow, a versdo de 1974 de Gatsby foi um sucesso de
bilheteria. Os Estados Unidos se encontravam em uma época de nostalgia devido ao seu
momento historico turbulento: o conflito do Vietna se encaminhava para a derrota dos norte-
americanos; o envolvimento do entdo presidente Nixon no escandalo de Watergate
dominava as manchetes; e a ascensdo do movimento feminista na Academia causava
frequentes tensdes entre homens e mulheres. Segundo Scott F. Stoddart (2000), tais fatores
contribuiram para que o marketing da Paramount focasse no aspecto nostalgico da Era do
Jazz a fim de suavizar essas questdes. Aliado a isso, 0 estudio tinha acabado de emplacar seu
primeiro sucesso: Love Story (1970). Inspirado nesse filme de melodrama com a tematica de
amor impossivel, o estudio realizou uma mudanca na narrativa filmica: o foco no narrador
Nick Carraway foi redirecionado para o casal Gatsby e Daisy. Essa versdo ganhou dois
Oscars: Melhor Composi¢do Musical Original (Best Original Score) e Melhor Design de
Figurinos (Best Costume Design).

Chegamos, entdo, ao lancamento de 2013. As versdes cinematograficas anteriores
pertenciam a Paramount, estidio que havia comprado os direitos de adaptar o livro desde
sua publicacdo; mas esses direitos acabaram sendo comprados por Baz Luhrmann. Segundo
0 co-roteirista Craig Pearce (The world of movies, 2013, traducéo nossa®) em entrevista: “Baz
me chamou para trabalhar em O Grande Gatsby com ele. Acho que em 2010, ele possuia 0s
direitos do romance em segredo e achava ha muito tempo que seria um filme incrivel”.

Como resultado, uma das companhias produtoras foi a Bazmark Productions,
fundada pelo préprio Baz, bem como por sua esposa e designer, Catherine Martin. Seu maior

" We were informed the script was totally unacceptable. The overall objection was that like the novel it had
“a low moral tone.” Specifically, it violated the Code then in effect because it dealt with adultery, unpunished
manslaughter, glamorized a gangster, depicted excessive use of liquor, undermined the institutions of
marriage and the home, lowered moral standards, presented impure love as attractive and beautiful, etc., etc.
There was more to it than that. F. Scott Fitzgerald was anathema to Breen and the Legion of Decency. They
had banned his screenplay, “Infidelity,” and the subject matter of his novels in general represented everything
they opposed as screen entertainment. Furthermore, Fitzgerald had antagonized many producers in
Hollywood during the numerous times he visited or worked there by his obvious contempt for it. We found
an accumulated resentment toward him and his writings which went far beyond the usual operation of the
Code.

8 Baz first approached me about working on The Great Gatsby with him, I think it was in 2010, he had
secretly own the rights to the novel for some time and he had long thought that would be an amazing film.
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financiador e responsavel por distribuir o filme através do mundo, a Warner Bros. Pictures,
teve muito pouca voz no processo criativo.

Em termos de bilheteria, Gatsby arrecadou 353 milhGes de ddlares ao redor do
mundo, segundo a plataforma Box Office Mojo (2013), sendo 41% dessa renda oriunda
diretamente do mercado norte-americano. Mesmo ap6s o bem-sucedido langamento da
biografia musical Elvis (2022), do mesmo diretor, O Grande Gatsby permanece como a
maior bilheteria da carreira de Luhrmann.

Tamanho sucesso financeiro é reflexo do filme engajar o publico com sua abordagem
contemporanea para uma obra quase secular, diferente de seus antecessores, que foram
pouco ambiciosos ao embarcar na proposta radical do romance como retrato dos “Loucos”
Anos 20. Mesmo hoje, um dos momentos da cena da Grande Festa da verséo de 2013 ainda
faz sucesso na internet em forma de meme, ou seja, um tipo de midia humoristica
massivamente reproduzida nos meios digitais:

Figura 08 — O “meme” do Gatsby

-

Fonte: Trecho do filme O Grande Gatsby, 2013.

Neste curto momento do meme, inGmeras coisas acontecem. O personagem
interpretado pelo ator Leonardo DiCaprio revela seu rosto e seu nome, tanto para o
convidado Nick quanto para a audiéncia que, finalmente, descobre quem é o misterioso
personagem-titulo Jay Gatsby. Entdo, fogos de artificio e uma orquestra produzem varias
cores e sons ao fundo da tela; e, a0 mesmo tempo, Gatsby lentamente ergue uma taca e “sorri
de maneira deslumbrante” (DPO1, p. 34, tradugiio nossa®), segundo indicagdo do roteiro.

O momento é constantemente reproduzido na internet, em forma de imagem estatica
ou em gif, uma imagem reproduzida digitalmente que se move por um tempo, que pode vir
com diferentes legendas, piadas e contextos. Essa manifestacdo do engajamento do publico,
que vai além do filme e se infiltra nas suas vidas cotidianas, bem como nas interacdes on-
line, é outra amostra da intermidialidade intrinseca aos produtos midiaticos de massa.

9 smiles a dazzling smile;
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Para Natalie Loper, os préprios filmes de Luhrmann sdo intermidiaticos, pois o
diretor mistura “periodos, culturas, roupas, narrativas, influéncias musicais e géneros”
(2017, p. 223, tradugdo nossa'’). Seu estilo Red Curtain, termo cunhado por ele em
referéncia a cortina tradicionalmente vermelha do teatro, € conhecido justamente por trazer
elementos do teatro e da Opera para o cinema, coisa que ele repete de forma mais literal em
alguns dos seus filmes, como Moulin Rouge (2001).

Como um grande admirador do teatro épico de Bertolt Brecht, Luhrmann também
incorpora algumas das caracteristicas deste estilo em sua estética cinematogréfica. O teatro
épico, nas palavras de Walter Benjamin (1994, p. 86), “[...] questiona o carater de diversdo
atribuido ao teatro. Abala sua validade social ao priva-lo de sua fungdo na ordem capitalista.
E ameaca a critica em seus privilégios”.

Para o estilo cinematografico de Luhrmann, ha trés regras que devem ser seguidas
para manter estas caracteristicas épicas: a ambientacdo deve ter um toque fantastico ou
mesmo artificial, como uma espécie de mundo exagerado, cheio de casas enormes, carros
muito rapidos, dangas muito excéntricas etc. Entdo, a historia deve ser baseada em um
conceito ou mito que seja popular no imaginario coletivo, como é o caso de Gatsby, em
busca de amores impossiveis e do Sonho Americano. Por fim, é necessario lembrar a
audiéncia de que esté assistindo a um filme, através de recursos autorreferenciais.

Um dos recursos autorreferenciais que Luhrmann utiliza é a musica. Embora o filme
seja ambientado nos Estados Unidos dos anos 1920, a parte musical é quase que inteiramente
composta de cangdes originais produzidas por estrelas contemporaneas do hip-hop, do pop
e do rap, como Jay-Z, Lana del Rey e will.i.am. Essa musica em contraponto com a realidade
historica tem o papel de reafirmar para a audiéncia que aquilo ndo é apenas um retrato de
uma época, mas um espelho para a propria sociedade contemporanea.

Parte da justificativa para a escolha musical também tem a ver com a propria
concepcao do diretor a respeito da obra, como afirmou Catherine Martin (The New York
Times, 2014, traducéo nossa'l): “Baz sempre falou que ndo queria uma New York com um
filtro sépia [...] ou nostalgica [...] Ele tinha a forte sensacdo que Fitzgerald se enxergava
como um homem moderno em uma cidade moderna”.

Afinal, se o estilo musical afro-americano vigente nos Estados Unidos dos anos 1920,
década de langamento do romance, era o jazz, os estilos musicais afro-americanos da década
de 2010 eram o rap e o hip-hop. A ideia central era capturar a modernidade que ele enxergava
no romance e em Fitzgerald. Ao contrario da versdo de 1974, a versdo de 2013 rejeita a ideia
nostalgica da Era do Jazz e tenta recriar todo o ambiente imoral, intenso e grandioso, como
o titulo sugere, que rodeava aquela populacéo.

Esperamos desvendar, a partir do proximo capitulo, o processo de criacdo desses
elementos na cena da Grande Festa através da Otica da Critica Genética, dando enfoque
justamente no que € mais caro ao estilo autoral de Baz Luhrmann: A confec¢do dos cenarios,
a criacdo dos efeitos visuais e a criacdo musical.

10 plends time periods, cultures, costumes, narratives, musical influences, and genres
11 Baz always talked about not having a New York that was a sepia-tone [...] nostalgic New York [...]. He felt
very strongly that Fitzgerald saw himself as a modern man in a modern city.
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4 O PROCESSO DE CRIACAO DA CENA DA GRANDE FESTA

Nesta secdo, embarcamos no estudo do processo de criagdo da cena da Grande Festa
no filme O Grande Gatshy com base na Critica Genética. Tentamos, na medida do possivel,
recriar a cronologia das etapas dessa génese e preservar a organizagdo que Luhrmann pode
ter adotado. Boa parte do principio que guiara tal ordenacdo serdo as proprias entrevistas de
Luhrmann, nas quais seus procedimentos cinematograficos foram descritos.

Esta cena de Luhrmann pode ser considerada a mais complexa do filme por envolver
300 figurantes e trés dos cinco atores que compdem o elenco principal. Trata-se de uma
sequéncia de longa duragcdo ambientada em um dos maiores cenarios do filme, sendo que A
Grande Festa comeca aproximadamente no minuto 23 e se estende até o minuto 34; dura,
portanto, cerca de onze minutos. Ela foi inspirada nas onze primeiras paginas do terceiro
capitulo do romance de Fitzgerald (1925), referida nas paginas 27 a 37 do roteiro oficial do
filme.

Embora exista uma infinidade de aspectos cinematograficos disponiveis nessa
criacdo autoral para a anélise na cena, como os figurinos, os aderecos e o estilo de montagem,
para citar alguns, restringimos nosso enfoque a trés que acreditamos serem relevantes para
a nossa pesquisa. Resgatamos aqui a ideia de que os cenarios, os efeitos visuais e a criacao
musical da referida cena se prestaria, por sua riqueza de detalhes, a serem roteirizados para
um audiolivro.

Por se tratar de um processo de criacdo autoral centralizado, este difere da cadeia
produtiva habitual de Hollywood, naturalmente coletiva. Para a organizacdo e analise do
dossié genético, alvo desta pesquisa, seguimos a metodologia sugerida por Biasi (2010) em
diadlogo com as teorias de autoria.

4.1 ATEORIA DO AUTEUR

A figura do autor sempre despertou interesse nos campos dos estudos literarios e
criacdes intermidiaticas. A ideia de autoria é polissémica e, até certo ponto, controversa.
Suas origens, a partir da lingua latina, vém de verbos construtivistas, como: criar, gerar,
originar, o que sugere uma ligacdo quase paternal do sujeito com o objeto. Essas visoes
reforcam o mito do autor como um génio solitario, que cria a obra do nada e sem muito
esfor¢o. Segundo Harold Love (2002, p. 33), “muitas consideragdes sobre o trabalho do autor
continuam a tomar como modelo o autor Unico, que cria um texto na soliddo, como: o quarto
de Proust, acusticamente isolado por uma camada de cortica; o chalé suico pré-fabricado de
Dickens; o elegante escritorio de Mary Ward em “Stocks” (tradugdo nossa*?).

12 Much consideration of authorial work still takes as its model the single author creating a text in solitariness
— Proust’s cork-lined room, Dickens’s prefabricated Swiss chalet, Mary Ward’s elegant study at ‘Stocks’.
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Apos a publicacdo de textos, como A Morte do Autor (Barthes, 1968) e O que é um
Autor? (Foucault, 1969), algumas ideias importantes foram acrescentadas as noc¢des de autor
e autoria. Para Barthes, a figura do leitor é mais importante do que a do autor no processo
de producdo de significados. Ha que se levar em conta, também, o que Foucault chama de
“fungdo autor”, que equivaleria aos valores discursivos e significativos envolvidos em uma
producdo literaria. A funcdo autor ndo seria universal e constante no tempo-espaco, até
porque cada figura criadora esté inserida em um periodo e em um local especifico, o que
afeta seus percursos criativos.

De fato, na introducéo da edicdo 28 da Revista Genesis, Jean-Loup Bourget e Daniel
Ferrer falam a respeito da ficgdo do “autor” no cinema:

O objeto cinematografico produz um efeito tdo poderoso de unidade [...], que os
cinéfilos e os criticos nunca conseguiram aceitar a ideia de uma obra "sem um
autor definido” “e que alguém que pudesse té-la feito de uma so vez, sem desvios
ou intervencdes, jamais existiu". Embora todo filme seja claramente um trabalho
coletivo, sentimos a necessidade de inventar a ideia de um filme autoral
(BOURGET, Jean-Loup; FERRER, Daniel, 2007, p. 12, tradugdo nossa'?).

A teoria do auteur cinematogréafico esta baseada em trés premissas centralizadoras:
a primeira pressupde que o realizador auteur deve ter competéncia técnica; a segunda, que
deve ter uma “personalidade aparente” (SARRIS, 2009 [1962], p. 452), ou seja, que deixe
sua marca recorrentemente nos seus filmes; a terceira, deve ser capaz de aliar sua
competéncia técnica com a propria personalidade aparente.

Combinadas, essas caracteristicas supostamente concederiam ao realizador de um
filme o mesmo tipo de autoria que um escritor teria sobre o seu romance. A proposito,
Alexandre Astruc, que era tanto romancista quanto cineasta, cunhou o termo camera stylo,
ou camera-caneta, de acordo com Robert Stam (2003, p. 103), a titulo de aproximar a ideia
de autoria em ambas as midias.

Para a Critica Genética, interessa como € construida essa autoria, também chamada
por Philippe Willemart (2020, p. 60) de “assinatura” no sentido estético. Segundo ele, ao
estudar “os manuscritos de Flaubert e Proust, em particular, notamos a diferenga 6bvia entre
0 escritor que comega a escrever € o autor que entrega o manuscrito ao editor.” (traducao
nossal4).

A autoria, portanto, se faz de forma processual, caminhando por diferentes instancias,
sendo estas: “O escritor que tem uma ideia, o escriba que a coloca no papel ou na tela, o
narrador que a transforma em uma historia, o leitor que a relé e o autor que confirma sua
existéncia” (Willemart, 2020, p. 61, traducdo nossa'®). Nesse sentido, o autor ou auteur,

13 L’ objet film produit un effet d’unité si puissant [...] que les cinéphiles et les critiques n’ont jamais pu
accepter cette idée d’un ouvrage “sans auteur définissable”, “dont celui qui 1’elt pu faire d’un seul trait, sans
déviations, sans interventions, n’a jamais existé”. Alors que tout film est a 1'évidence une ceuvre collective,
on a ressenti le besoin d’inventer I’idée de film d’auteur.

14 les manuscrits de Flaubert et de Proust particuliérement, nous constatons la différence évidente entre
I’écrivain qui commence I’écriture et ’auteur qui remet le manuscrit a 1’éditeur.

15 Pécrivain qui a une idée, le scripteur qui la met sur le papier ou sur son écran, le narrateur qui la met en
forme dans une histoire, le premier lecteur qui relit et I’auteur qui la confirme
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segundo a visdo genética de Willemart, se constitui como um dos desdobramentos do
processo de escrita, ndo como o pai da obra.

A construcdo dessas categorias pressupde que também é papel do auteur recusar,
aceitar, excluir ou refazer as etapas propostas pelo narrador a partir da primeira leitura feita
pelo leitor. O auteur ndo é, portanto, uma posicao acabada ou definida, sendo que este pode
voltar aos papeis anteriores, como escriba, narrador, leitor ou mesmo escritor, refazendo ou
desfazendo seu processo durante a construcdo artistica. Assim, podemos entender que ha
uma flutuacéo de papéis, que podem se sobrepor aqui e ali.

Dentro dessas instancias de criagdo autoral, ndo devemos perder de vista o cinema
do diretor Baz Luhrmann e sua construcdo na cena da Grande Festa, cuja producdo dos
cenarios, dos efeitos visuais e da musica sdo de grande importancia, como veremos a seguir.

4.2 A CONFECCAO DOS CENARIOS

Os arquivos relacionados ao processo de criacdo dos cenarios correspondem aos
DP02 e DPO03, sendo também sugeridos nos documentos contidos no DP04, e aos DPO05,
DP06 e DP07. A seguir, um quadro adaptando a estrutura de Biasi para essa etapa especifica
do processo de criacdo dos cenarios da cena da Grande Festa:

Quadro 05 — Etapas genéticas da confeccdo dos cenarios

Etapa genética | Processos cinematograficos Documentos de génese
(BIASI, 2010) disponiveis
Pre-redacional Pesquisa prévia; | DP02, DP04, DP03.

Storyboarding.
Construcéo do set.

Fonte: Quadro idealizado pelo autor a partir de BIASI, 2010.

A pesquisa prévia foi a primeira etapa para a construgdo dos cenarios, embora 0 ponto
de partida para Luhrmann tenha sido o proprio romance, que descreve a parte de Long Island
na qual os personagens do livro habitam, como tal:

A vinte quilémetros da cidade, um par de ovos enormes, idénticos em contorno e
separados apenas por uma pequena baia, se projetam sobre a extensdo de agua
salgada mais limpa do hemisfério ocidental [...] no arquipélago de Long Island.
Eles ndo tém a forma oval perfeita como na histéria de Colombo; ambos séo
achatados nas pontas, mas a sua semelhanga fisica deve ser fonte de perpétua
admiracdo para as gaivotas, que voam sobre eles (Fitzgerald, 1925, p.7-8, traducéo
nossa'®).

18 Twenty miles from the city a pair of enormous eggs, identical in contour and separated only by a courtesy
bay, jut out into the most domesticated body of salt water in the Western hemisphere [...] of Long Island
Sound. They are not perfect ovals—Iike the egg in the Columbus story, they are both crushed flat at the
contact end—but their physical resemblance must be a source of perpetual wonder to the gulls that fly
overhead.
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Em uma tentativa de recriar cinematicamente a configuracdo peculiar que Fitzgerald
descreve em seu romance, Luhrmann decidiu sobrevoar o litoral de Long Island em busca
de localizagdes, que pudessem ter inspirado o autor a criar as paisagens narradas, como pode
ser visto em um trecho da transcricao do video DP02, abaixo:

Baz Luhrmann: [...] Comecei a observar Long Island, sobrevoei Long Island e
percebi que: "Ah, sim, esta é a ponta oeste, esta é a ponta leste". Na verdade, é
Port Washington. E o que é agora. Quero dizer, ele mudou o nome do lugar, ah,
entendi, aqui deve ter sido o Vale das Cinzas. Entdo, um dos grandes momentos,
por exemplo, em uma das primeiras buscas, foi pensar sobre a morte de Gatshy e,
como sabem, no livro, sabem, spoiler, ele morre, é baleado em uma piscina. Eu
montei uma biblioteca com centenas e centenas e centenas de fotografias da época,
mas havia uma fotografia de uma piscina em uma mansdo de Long Island, que
parecia um Coliseu Romano com escadas altas na parte de tras e uma secédo baixa
na frente. E eu vi essa fotografia da piscina, quer dizer, oh, meu Deus, este é 0
lugar perfeito se vocé for atirar em alguém pelas costas. \Vocé realmente quer ver
0 assassino um pouco mais do alto, por tras, sabe, perfeito, e eu pensei 'isso € legal'.
Foi étimo. Estavamos explorando e uma das antigas mansdes, que agora é um local
tombado, eu estava olhando pela janela e pensei: 'olha s¢', é alguma coisa saindo
da grama; e entdo, percebi que era uma piscina, mas estava enterrada sob a grama
e é a mesma que aparece na foto, mas estava coberta com grama [...] (Transcricdo
do DP02, 2013, tradugéo nossa'’).

Embora o processo de criacdo de cenarios normalmente recaia sobre algum
departamento de arte e/ou de efeitos visuais, Luhrmann, como um auteur, visitou
pessoalmente os lugares descritos no livro e idealizou as cenas que seriam feitas naquele
local. A partir das fotos tiradas por Luhrmann, elementos como, a piscina redonda, a
escadaria dupla que se projeta para o alto e o jardim que rodeia a propriedade da manséo
foram recriados no set (DPO03).

Podemos ver na figura a seguir, extraida do DP02, uma foto tirada por Luhrmann da
antiga piscina que ele descreve. Segundo o diretor, ao observar essa construcao magnifica
diante da Baia de Huntington, quem sabe teria sido ela em que Fitzgerald se inspirou para
localizar a casa de Gatshy?

17 Baz Luhrmann: [...] I started scouting Long Island and I flew over Long Island, and I looked “oh, yeah,
that’s west egg, that’s east egg.” You know, that’s, that’s actually, you know, Port Washington. That’s where
it is now, I mean, he’s mythologized the name of the place, oh, I see, that must have been the valley of the
ashes. So, one of the great moments, for example, on one of the very early scouts was, it was all about
Gatsby’s death, and, as you know, in the book, you know, spoiler, he dies, he gets shot in a swimming pool. I
put together a library of hundreds and hundreds and hundreds of photographs from the era, but there was this
photograph of a swimming pool in a mansion on Long Island that kind of look like a Roman Coliseum with
stairs high at the back and a low section at the front, and | saw this photograph of the pool, | mean, oh, my
God, this is the perfect staging if you’re gonna shoot someone in the back. You really want to see the
murderer a higher up from behind, you know, perfect, I was like ‘this is cool,” it was great. We were out
scouting, and one of the old mansions, which is now a trustee place, and | was looking through the window
and I thought ‘look at that,” that’s a bit of something sticking out of the grass, and then I realized it was
swimming pool, but it was buried under the grass, and the same swimming pool that is in that photograph
was that pool, but it had been filled in with grass [...]
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Figura 09 — DP02 — Museu Vanderbilt em Long Island
T o y«‘ :

VANDERBILT MIUSEUI
I@NCINVZINB)

Fonte: Dossié da Pesquisa, 00:03:39.
Além dessa visdo do topo das escadarias que levam a piscina, a figura a seguir traz

um dos ensaios fotograficos feitos por Luhrmann no local, antes mesmo de haver escalado
atores para o projeto, assim evidenciando a visao do diretor para a construcdo dos cenarios.

Figura 10 — Comparacdo entre o ensaio no DP02 e o filme
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a ; \
Fonte: Dossié da Pesquisa, 00:03:53, e O Grande Gatsby (2013).

A colagem da figura 10, feita pelo pesquisador, evidencia a construcao poética dessa
passagem do romance para o filme. E possivel ver no DP03 o processo de construgio do
cenario disponibilizado por Jacinta Leong no YouTube. Segundo a plataforma IMDB, Leong
foi diretora assistente de arte no filme, departamento que funcionava sob a responsabilidade
de Catherine Martin, a CM, esposa de Baz Luhrmann. A tarefa do departamento foi
coordenar a construcdo dos cenarios imaginados por Luhrmann:

Figura 11 — DP03 — Construgao do cenario “Piscina de Gatsby”
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onte: Dossié da pesquisa.

Nas colagens das imagens apresentadas, podemos acompanhar, pari passu, varios
momentos das construcdes cénicas de Luhrmann. Também podemos ver que o cenario foi
construido dentro de um galpdo de estudio, buscando reproduzir o que poderia ter sido a
mansao de Gatsby, hoje 0 Museu Vanderbilt. Apenas a estrutura da piscina foi reconstruida
fisicamente e, como podemos ver na Ultima imagem (canto inferior direito), a area ao redor
ficou preenchida por telas azuis, onde se situaria a montagem do resto do cenario, como a
mansdo e os jardins, via imagens digitais. Os equipamentos de iluminacdo foram
posicionados acima do cenario de modo tal que passasse a impressdo de que a cena estivesse
ocorrendo a céu aberto, ao invés de no estudio.

Em uma reportagem para o Sydney Morning Herald, Catherine Martin conta a
Philippa Hawker (2013) que “uma imagem fundamental para Luhrmann no primeiro evento
[...] foi a pintura de Hieronymus Bosch, The Garden of Earthly Delights. A obra do século
XV é um triptico complexo, que explora a natureza da tentagio”( tradugio nossa®).

Figura 12 — Comparacao entre a Grande Festa e The Garden of Earthly Delights

18 A key image for Luhrmann for the first event [...] was the Hieronymus Bosch painting The Garden of
Earthly Delights. The 15th-century work is a complex triptych that explores the nature of temptation.
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O Grande Gatshy (2013) e DPO5.
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Fonte: Colagem or este pesquisador com b

E possivel ver nesse paralelo entre duas obras diferentes, que a tomada ampla da
Grande Festa na piscina tem muitos elementos em comum, tais como: a predominancia de
formas circulares, que coincidem no formato da piscina, mas também sdo ratificadas nas
estruturas que vemos no quadro DP05 e nos multiplos bal6es brancos da festa; a multidao
gue cerca a piscina, majoritariamente ocupada por mulheres em seu centro; além do jardim
ao redor da casa. A disposicao dos elementos de forma geral, toda essa mise-en-scéne revela,
portanto, a inspiragdo do momento filmico no quadro.

Assim, podemos entender que a construcdo geral da piscina externa onde acontece a
maior parte das acGes na Grande Festa, — como o encontro de Nick Carraway com Jordan
Baker; a circulagdo dos rumores sobre o anfitrido misterioso; bem como, a encenacdo dos
nameros de musica e danga — teve como inspiracdo um cendrio do dia-a-dia de Luhrmann
e outro fantasioso, proveniente de uma pintura.
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Os storyboards da Grande Festa, confeccionados por Nikki diFalco, que tem
colaborado recorrentemente com Luhrmann em seus filmes, também ja refletiram a sugestao
de cenério proposta pelo diretor, como podemos ver a seguir:

Figura 13 — DP04 — Storyboard 042 da Cena

8B042 02.01.04

Da Fontano the promoter came 'ﬁt‘?ﬁ stable of pugs

’ 4 X

Fonte: Dossié da pesquisa.

Podemos ver que a arquitetura e as formas inspiradoras foram preservadas, alem dos
balGes brancos, inseridos por inspiracdo do DPO5, na parte superior da ilustracdo. Contudo,
os storyboards também indiciaram nas suas descri¢fes toda a estrutura da manséo de Gatshy,
como os portdes, os jardins, a praia e o proprio casardo, que ndo existem nas imagens do set,
gue vimos até aqui. 1sso acontece porque tais elementos visuais foram recriados digitalmente
e inseridos na cena, cOmo veremos, a seguir, no processo de criacdo dos efeitos visuais.

4.3 A CRIACAO DOS EFEITOS VISUAIS

As tecnologias digitais tém se espalhado pelo fazer cinematografico em uma
velocidade espantosa. As Ultimas greves de atores e roteiristas, ambas deflagradas em 2023,
tiveram como um de seus objetivos reduzir o monopdlio dos efeitos visuais sobre o modo de
produzir hollywoodiano. Hoje em dia, de modo digital, é possivel criar figurantes,
rejuvenescer atores e até mesmo fazer (re)aparecer em tela atores ja@ mortos, trazendo de
volta seus rostos, trejeitos e voz. Além disso, as inteligéncias artificiais sdo capazes de
produzir roteiros ou realizar edices de imagens e som ad infinitum.
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Esses novos modos de fazer ilustram o caminho que a tecnologia digital tem
percorrido na industria cinematografica e aberto debates éticos acerca do limite da
implementacédo de tais recursos, sobretudo quando lidamos com nog¢des como a de autoria.
Contudo, o processo de criagdo dos efeitos visuais ndo é totalmente automatizado e requer a
intervencdo humana para integrar harmonicamente os elementos presentes no estudio com
aqueles criados através dos meios digitais.

Gatsby, na verdade, é um filme que abusa do uso de “efeitos especiais”, termo que
engloba “efeitos visuais (VFX) e efeitos praticos” (Goulekas, 2001, p. 476, tradugdo
nossa'®). Dentre esse grupo, nosso foco estd nos efeitos visuais, sobretudo aqueles
produzidos por computador.

De acordo com Karen E. Goulekas (2001, p. 546, tradugdo nossa®®), os efeitos visuais
sdo os “que ndo podem ser criados com as técnicas padrdo de filmagem. Exemplos incluem
efeitos digitais (DFX), efeito diorama, uso de telas verdes ou azuis e composi¢do Otica”.
Entre eles, nos interessam aqui de tratar dos efeitos digitais criados por computador,
chamados de Computer Graphics (CG).

A escolha de Luhrmann pelo filme ser lancado em 3D foi justificada em entrevista
para Shahendra Ohneswere (2013):

Por exemplo, Fitzgerald era um amante das coisas modernas e do cinema. E foi
por isso que eu quis me arriscar no 3D. N&o para ter elementos pulando na frente
do publico, mas porque eu tive o privilégio de assistir o primeiro filme 3D do
Hitchcock, Dial M for Murder (1954) nos projetores originais. Eu vi os atores (a
Grace Kelly, no caso) se movendo nos sets, mesmo que a cAmera ndo estivesse se
deslocando, mas simplesmente atuando no espaco. Parecia teatro. E me ocorreu
que nosso verdadeiro efeito especial seria ver um grupo com alguns dos melhores
atores dessa geracdo interagindo em cenas dramaticas intensas na linguagem 3D
(tradugéo nossa?t).

O DP16 é a fonte mais rica da criacdo dos efeitos visuais e 3D da Grande Festa em
O Grande Gatsby. Esse video demonstra parte do processo criativo de Alex Fry, creditado
no filme como CG lead. Trata-se, dentro da perspectiva da computacdo grafica, de um
“artista que lidera ou supervisiona uma area particular, quer seja animacao, iluminagao,
efeitos, composicao, ou que seja responsavel por uma cena inteira” (Goulekas, 2001, p. 71,
traducéo nossaZ?).

19 visual effects (VFX) and practical effects

20 that cannot be created with standard filming techniques. Examples include digital effects (DFX), miniature
photography, greenscreen/bluescreen photography, and optical compositing.

21 For example, Fitzgerald was a lover of all things modern, of cinema. And that is why | wanted to take the
leap into 3D. Not to have things whooshing at the audience, but because | had the privilege of seeing
Hitchcock’s first 3D drama Dial M for Murder (1954) on the original projectors. | saw actors (in this case
Grace Kelly) moving on sets, where camera wasn’t moving, but they were simply acting in a space. Much
like the theatre. And it occurred to me that our real special affect could be seeing a group of some of the
finest actors of this generation go at each other in intensely dramatic scenes in the 3D idiom.

22 [...] artist who holds a lead or supervisory position in a particular area, such as animation, lighting, effects,
or, compositing or who is responsible for an entire sequence.
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Fry trabalhou com Luhrmann em Australia, enquanto a Animal Logic, empresa que
0 representa, também prestou servi¢os ao mesmo diretor em Moulin Rouge. Tal recorréncia
é, como vimos, comum ao diretor auteur, que preserva sua assinatura estilistica ndo apenas
deixando 0s seus rastros estéticos e técnicos, mas ainda, repetindo toda uma rede de
colaboradores.

A primeira etapa da insercéo de efeitos visuais na cena em analise foi a criagdo e o
armazenamento de plates, que sdo “imagens selecionadas de filmes [...] € escaneadas para a
composicao digital. Esses quadros sdo comumente utilizados como a primeira fonte para
iluminagdo, cor e referéncia para criagdo de cenarios” (Goulekas, 2001, 381, traducao
nossaZ®). Os plates funcionam, em geral, como embrides da construcdo digital de cenas, pois
incluem elementos que servirdo de referéncia para a criacdo de cenas totalmente ou
parcialmente digitais.

A tela verde ou azul, que pode ser vista na figura a seguir, € um recurso de plate, que
aparece em diversas instancias do processo de gravacao do filme:

Figura 14 — DP06 — Plate da cena da Grande Festa

.} 22y
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Fonte: Dossié da pesquisa, 00:07:36.

Podemos ver, a seguir, uma tomada da Grande Festa sendo gravada no cenario da
piscina que, como visto anteriormente, foi construido fisicamente em um estddio cercado
por uma tela azul. Essa tela serve como um plate, que sera substituido pelos elementos que
deverdo completar o cenario, sempre que necessario. Os plates servirdo, ainda, para dar
unidade a Cena, evitando erros de continuismo, uma vez que 0s mesmos cenarios podem ser
reproduzidos em qualquer ambiente, interno ou externo:

23 The selects from live action [...] that are scanned for use in a digital composite. These frames are often
used as the primary guide for lighting, color, and matte painting reference.
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Figura 15 — DP16 — Plate da cena da Grande Festa dentro do Nuke

Fonte: Dossié da pesquisa, 00:04:51.

Podemos ver na imagem que, dentro da interface cinza, repleta de botdes e menus de
tela do Software Nuke, um momento do filme é projetado com a atriz Elizabeth Debicki no
papel da personagem Jordan Baker ocupando o primeiro plano de maneira frontal, enquanto
os figurantes estdo de lado ou de costas. Mais ao fundo, a cor azul é predominante atraves
de duas grandes janelas. Essa imagem demonstra 0 programa capturando os plates para
serem substituidos, posteriormente, por elementos que possam dar impressédo de unidade a
cena.

Essa etapa na qual a cena gravada se mistura com o plate também é importante para
que os operadores dos efeitos visuais consigam entender que tipo de cores e iluminacdo a
cena possui. Afinal, uma vez que o cenario digital sera criado artificialmente ou extraido de
uma base de dados, ele deve parecer fazer parte do novo ambiente no qual sera inserido, e é
papel desse tipo de padronizacdo realizar a color correction (CC). Trata-se de “um termo
global para qualquer técnica utilizada para ajustar a cor de um video, filme ou de imagens
digitais” (Goulekas, 2001, p. 86, tradugdo nossa®).

A etapa seguinte, no caso de uma producdo que sera exibida em 3D, como O Grande
Gatshy, € a visualizacdo estereoscopica, ou Stereo View. Segundo Goulekas (2001, p. 485),
esse modo de visualizagdo permite “que os olhos direito e esquerdo recebam imagens
deslocadas ligeiramente diferentes. Nosso cérebro funde essas duas imagens 2D para criar
uma outra que tenha profundidade” (tradugdo nossa®®); ou seja, uma nova imagem em 3D.

Segue-se 0 processo de clamping, que consiste em dar um aspecto esfumacado a
imagem, sugerindo informacdes em planos diferentes, como na figura a seguir:

24 A global term referring to any technique used to adjust the color of video, film, or digital images.
25 the right and left eyes to receive slightly different offset images. Our brain fuses these two different 2D
images together to create one image that contains depth information.
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Figura 16 — DP16 — O processo de clamping na cena da Grande Festa

i:onte: Dossié da pesquisa, 00:10:59.

Aos nossos olhos, é evidente que a atriz Elizabeth Debicki esta em primeiro plano,
que os figurantes mais atras, e que as paredes e o fundo encontram-se ainda mais atras. Como
cada plano ¢ indicado pela iluminacdo, a ferramenta do clamp permite que o computador
reconheca a posicdo de cada elemento em tela da mesma forma que o olho humano
intuitivamente é capaz de fazer.

Essa etapa € crucial para a geracdo do 3D, pois atribui coordenadas numéricas ao
computador, tornando-o capaz de criar sequéncias inteiras com base nos plates em tela. Essas
coordenadas se convertem em eixos que, por sua vez, conferem tridimensionalidade as
imagens:

Figura 17 — Eixos de tridimensionalidade
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XZ Plane

Fonte: Figura disponivel em Goulekas, 2001, p. 564.

Uma vez que o computador se torna capaz de converter imagens em valores
numéricos, encaixando-0s nesses eixos, € possivel tridimensionalizar as imagens, bem como
adicionar outras tridimensionais, como cenarios que nao existiam. Esses eixos Sd0 0S
mesmos Vistos na Figura 2, apresentada na secdo 1, que servem ao mesmo proposito de
simular os possiveis angulos que a cAmera pode assumir:

Figura 18 — DP16 — Uma tomada do Grande Gatsby vista em forma de eixo

Fonte: Dossié da pesquisa, 00:11:51.
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Uma vez concluido esse processo, torna-se facil inserir elementos onde os plates se
encontram, uma vez que a imagem cinematografica nao serd mais uma imagem “achatada”,
mas com profundidade, estereoscopica e composta por planos diversos. Assim, 0s cenarios
incompletos, que haviamos visto previamente, passam a cenarios completos e com uma
nocéo de profundidade, que impede o espectador de notar que sdo completamente digitais:

Figura 19 — DP16 — Comparacéo entre o plate e a Cena em O Grande Gatsby
“ . e

Fonte: Colagem feita pelo pesquisador a partir do dossié da pesquisa.

Na imagem superior, que corresponde ao plate, a tela azul ocupa todo o fundo do
cenario, que correspondiam a estrutura da piscina dentro do set, como vimos nas figuras 11
e 14. A outra imagem dessa colagem mostra que o resto do cenario foi criado digitalmente
e sem prejuizo a composicdo visual, iluminacao e profundidade da cena.

Logo, o0s cenarios e os efeitos especiais conjuntamente criaram a ambientacéo fisica
da Grande Festa. Contudo, para além das maravilhas visuais concebidas por Luhrmann, ha
ainda um terceiro fator, capaz de criar paisagens na cena: a criagcdo musical
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4.4 A CRIACAO MUSICAL

Para entender o percurso criativo de Luhrmann no que concerne ao dialogo de sua
criacdo cinematografica com as outras artes, é importante também pontuar como, segundo
Claudia Gorbman (2013), outros diretores da contemporaneidade tém trabalhado nessa
direcdo. O fato é que a linguagem do cinema, da televisdo e da cultura pop tem aberto as
portas para novas técnicas e estéticas musicais. Assim, as tecnologias digitais empoderaram
até os criadores que nunca tocaram um instrumento musical a fazer suas proprias
composicdes com base em recursos de computador, que mimetizam a vasta gama de sons
que a escala harmdnica possui.

Se o diretor auteur deixa sua assinatura estilistica nos mais diversos rastros de um
filme, € claro que a musica ndo pode ser negligenciada. Gorbman atribui ao auteurism
preocupado com a estética musical o adjetivo de mélomane, que, do francés, remete a um
sujeito completamente apaixonado pela musica:

Para tais diretores, musicas e composi¢@es musicais ndo sdo apenas um elemento
mandatério; a musica se infiltra no que se costumava chamar de auteurism. A
melomania da figura do Auteur é um fendmeno histdrico especifico. Embora os
filmes sempre tenham incluido masicas [...], prefiro reservar o termo mélomane
para os dias de hoje (Gorbman, 2007, p. 150, traducéo nossa?®).

Para Gorbman, varios fatores possibilitaram o surgimento dos mélomanes entre 0s
diretores auteurs, entre eles: o advento da tecnologia digital, bem como sua popularizacéo,
que permitiu que a musica deixasse de ser um ramo reservado aos especialistas; e o incentivo
financeiro dado pela industria cinematografica para que os filmes incluam cancGes capazes
de vender CDs ou garantir acessos em streamings. No passado, os mélomanes também
teriam dificuldade de se impor nessa industria porque os filmes classicos trabalhavam com
a ideia do “principio da inaudibilidade”, como descrito pela propria Gorbman (1987);
segundo este principio, as musicas s6 deveriam reforcar o império da imagem.

Em oposicdo a essa ideia, o cinema pds-classico ndo trabalha com a inaudibilidade,
mas com a funcionalidade que a musica pode ocupar em um filme. Esta pode ser responsavel
pelo continuismo das cenas, além de expressar figuras de linguagem, causar estranhamento,
reforcar sensacbes, ou mesmo configurar uma estética particular como marca de autoria.
Luhrmann, como seus colegas mélomanes, faz parte do grupo que V€ esta ultima op¢do como
uma das maneiras de deixar sua assinatura no filme:

Baz Luhrmann: [...] Temos o Jay-Z cantando hip-hop e a masica vira jazz. Nao
fago isso sO para parecer que sou engenhoso, mas quero ajudar o espectador a
sentir o que o leitor experimentou quando leu o livro em 1925. Era o jazz, era

26 For such directors, songs or scoring are certainly more than something perforce added to the final cut;
music participates forcefully in what used to be called, in the simpler days of auteurism, the director’s
worldview. Auteur melomania is a specific historical phenomenon. Even though the movies have always
been filled with music [...], | prefer to reserve the term mélomane for a more recent group.
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perigoso e inebriante e empolgante e sensual, e era jazz (Transcricdo do DP14,
2013, traducio nossa?’).

A Grande Festa utiliza ainda as musicas: “Bang, Bang” de will.i.am; “A Little Party
Never Killed Nobody” de Fergie, Q Tip e GoonRock; e “Over the Love” de Florence Welch.
Essas musicas sdo importantes na presente analise porque iremos explorar o seu papel na
ambientacdo da Cena criada por Luhrmann.

Figura 20 — DP14 — Método de dire¢do musical de Luhrmann
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Fonte: Dossié da pesquisa.

A direcdo musical de Luhrmann conta com dois eixos, sendo o primeiro deles o
artistico-performatico. Sua mae, Barbara Carmel, era professora de balé, e foi inspirado na
vida dela que fez seu primeiro filme, Strictly Ballroom (1992). Enquanto era estudante, um
dos primeiros contatos de Luhrmann com as artes se deu através do teatro:

As raizes do cinema inovador de Luhrmann remetem ao seu passado extenso na
cena teatral, no seu pais natal, a Australia. Enquanto estudava para ser ator no
Instituto Nacional de Arte Dramaética de Sidney, Luhrmann co-roteirizou, encenou
e dirigiu uma peca, que se tornaria o filme Strictly Ballroom (Keefe, 2014, p. 79,
traducdo nossa®s).

Seu estilo é cheio de movimentos corporais e podemos vé-lo em varios momentos do
DP14, como na figura 20, com um microfone na méo, fazendo gestos, pulando e dangcando
enquanto dava orientacdes aos atores. Seria esperado que seu papel se restringisse a dire¢do
dos atores, mas ele acabava extrapolando e interferindo, inclusive, na dire¢cdo dos musicos,
dentre outros aspectos.

Essa metodologia artistica-performatica levou boa parte da criacdo musical a
focalizar na musica como exercicio de construcdo de personagem, sendo todas as etapas do
processo voltadas para tal construcdo. Isso é reforcado por uma das falas de Jay-Z no DP14

27 Baz Luhrmann: So we blend from one moment a Jay-Z, hip hop cut, into a piece of jazz. I’'m not doing that
just to be clever, I'm doing that to help the audience get a feeling of when the audience read that book in
1925, what it meant. It was jazz in there, it was dangerous and intoxicating and thrilling and sexy and it was
jazz

28 The roots of Luhrmann’s groundbreaking cinema can be traced back to his extensive theatrical background
in his home country of Australia. While studying to be an actor at Sydney’s National Institute of Dramatic
Art, Luhrmann co-wrote, staged, and directed a play which he would develop into his film, Strictly Ballroom
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em que confirma que Baz Luhrmann possui a reputacdo de “tratar a miisica como se fosse
uma estrela do filme” (transcricdo do DP14, traducio nossa?®). Em entrevista para o The
Sydney Morning Herald (Sams, 2013), o supervisor musical Anton Monsted declarou que
“ele mostra o filme aos cantores e faz eles cantarem diante da tela; entdo, desliga o som e
diz: ‘faga de novo, sinta o que o personagem sente’” (tradugio nossa®).

Depoimentos como o de Florence Welch acerca do processo de gravacgao de Over the
Love refor¢cam a afirmagdo de que a direcdo de Luhrmann afetava fortemente a criagdo
musical: “O Baz me fez cantar até diante da tela. Segurou minha mao e sussurrou dire¢des
no meu ouvido” (transcri¢do do DP09, traducio nossa®!). Sobre Over the Love, Florence e
Luhrmann ainda revelam:

299

Florence Welch: Porque eu cantei diante do filme, eu cantei, praticamente compus
para o filme ao vivo porque era o que Baz queria. Eu cantando junto enquanto Baz
sussurrava no meu ouvido coisas como: “chore mais” e “se sente na cadeira de um
jeito mais triste”.

Baz Luhrmann: E eu estou guiando ela, como uma personagem [...] E essa musica
conseguiu roubar a cena quando Florence foi levada a atuar (transcri¢do do DP14,
traducéo nossa®?).

Como se pode observar, no caso de Luhrmann, como um auteur mélomane, no seu
processo de criacdo ele entende que deve dirigir os musicos, como se fizessem parte do filme.
Cantar “diante da tela”, como Anton Monsted e Florence Welch falam, se refere ao processo
utilizado pelas orquestras, que realizam suas composi¢cdes musicais de frente a um teldo
exibindo o filme para que possam sincronizar a musica com a imagem. E o procedimento
que Yewdall (2007, p. 403) chama de sound direct-to-picture. No DP14, podemos ver
Florence Welch cantando Over the Love diante da tela, que exibe a cena da Grande Festa:

Figura 21 — DP14 — Florence Welch cantando diante da Grande Festa

29 [...] treating the music like a star.

30 He shows them footage of the film and gets them to sing to picture, then he turns down the sound and
says 'do it again, feel the way the character's feeling'.

31 Baz made me sing to picture. Holding my hand and kind of whispering directions in my ear, so, it's a very
strange combination of things.

32 Florence Welch: Cause I sang to the film, I sang, scored the film as live cause that’s what Baz wanted and
I was singing along and I had Baz whispering in my ear, like, ‘cry harder’ and ‘sit sadder’.

Baz Luhrmann: And I’m so guiding her through it and she’s being the character and, I’'m sort of guiding her
and she’s evolving in front of us. And that song grew out of the actor of her actually acting to picture.
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Fonte: Dossié da pesquisa, 00:08:05.

A respeito desse método de incluir os musicos como parte integrante do filme,
Florence chegou a afirmar no DP09 que Baz Luhrmann acredita que é como se ela integrasse
0 corpo de atores. E, de fato, quando o diretor diz que ela esta se tornando uma personagem,
ele tem em mente uma personagem especifica, que aparece tanto no romance, quanto no
filme. Luhrmann associa Florence a uma personagem do romance de Fitzgerald em que
aparece uma “garota ao final de uma das festas, bébada, cantando no piano sobre um amante,
a maquiagem escorrendo pelos olhos” (transcrigio do DP14, tradugio nossa®3). Assim, ele
até pensa em trazer tal personagem para o filme, imaginando que a prépria Florence poderia
aparecer também na tela, o que realmente ndo acontece. Apenas a sua voz sera ouvida.

A ideia de que Florence poderia incorporar tal personagem do romance também
influenciou a composicéo da letra: | sang by the piano/Tore my yellow dress and/Cried and
cried and cried. Rastros dessa presenca também ficam indicados nos storyboards:

Figura 22 — DP04 — Storyboard 049 da Cena

33 Baz Luhrmann: In the novel, there’s a girl, at the end of one of the parties, drunk, and she’s singing on a
piano about a lover and her makeup’s running down her eyes. I think to myself ‘Gee, let’s actually get
Florence into the studio,’ [...].
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Fonte: Dossié da pesquisa.

E possivel ver nessa figura a mulher chorando em cima de um piano. Nas indicagdes
de cena, podemos ler: “Nick se esfor¢a para se levantar e quando a camera sobe vemos uma
cantora, no piano, chorando...”.

A partir desses registros deixados sobre o processo de criacdo da musica Over the
Love, fica evidente como o trabalho de Luhrmann interagiu ndo s6 com o romance, mas
também com a dimensdo estética das cangdes. A cantora Florence Welch acabou, portanto,
se tornando uma personagem através de sua cangdo. Além do eixo artistico-performatico,
que leva Luhrmann a misturar midias, épocas e tons, bem como a dirigir as masicas como
se fossem atores, sendo que essa direcdo, ainda, se concentra fortemente no eixo técnico.

Como Gorbman apontou na sua descricao da melomania, um dos fatores que permitiu
a ascensdo desse tipo de diretor auteur foi justamente a massificacdo dos equipamentos
tecnoldgicos, que tém possibilitado a muitas pessoas gravarem e editarem pistas originais de
som. Uma vez que Luhrmann queria que a audiéncia contemporanea se conectasse com 0s
temas da década de 1920 através do rap e do hip-hop, ele mesclou esses géneros
contemporaneos com o jazz através de recursos digitais. Especialmente Bang Bang, de
will.i.am, se conecta com o jazz na abertura da cena da Grande Festa através do recurso
conhecido como sample.

Samples sdo trechos de musicas “levemente alterados: tocados de forma mais lenta e
em outro tom [...], acrescidos de efeitos” (Cook; Ingalls e Trippett, 2019, p. 230, traducdo
nossa®*). Funciona como o indice de uma masica normalmente conhecida e reconhecida pelo

34 altered slightly: slowed in time and pitch [...], effects added
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plblico, dentro de outra musica. E um modo de unir duas masicas, aparentemente diferentes,
em harmonia. Além disso, uma vez que mexe com o tempo, 0 tom e acrescenta efeitos, a
técnica de sampling ainda altera o trecho da musica na qual o autor se inspirou,
transformando-a em uma nova obra.

Na verdade, dentro do proprio filme, algumas musicas originais — notadamente,
Young and Beautiful, interpretada por Lana del Rey — foram ‘“sampleadas”, tornando-se
parte tanto de composicdes incidentais (como House Sayre, que ainda faz mencéo ao nome
de solteira de Zelda Fitzgerald, agregando mais camadas ao jogo intersemidtico) quanto de
versdes alternativas, como um foxtrot diegético que figura na segunda festa.

Monsted contou para 0 Morning Sydney Herald (Sams, 2013) que “will.i.am é
famoso por resguardar seus sons e sua masica, mas até ele entregou as suas pistas de som ao
Baz para que ele pudesse editar a mdsica e encaixa-la na histéria” (tradugdo nossa®). E é
iSSO que acontece, através dos samples:

Figura 23 — Comparacao entre Bang Bang e Charleston
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Fonte: Colagem feita pelo pesquisador a partir do software Audacity.

O Charleston é um dos maiores icones culturais dos anos 1920, sendo 0 home tanto
de uma danca popular, quanto da musica composta por James P. Johnson. Podemos ver na
figura 23 como will.i.am utilizou o sample da abertura do Charleston na sua mdsica com
duas modificacdes: a versdo de will.i.am é up-tempo, ou seja, tem um ritmo mais acelerado,
por isso € mais curta; e a de will.i.am tem um higher pitch, um tom mais alto, como se pode
ver nas configuracOes das ondas sonoras, que ficam menores no software.

35 "Wwill.i.am for example is famously very protective of his sound and his music, but yet even he was willing
to give Baz the multi-tracks so Baz can get inside the music and stretch it to fit the canvas of the story-
telling"
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Portanto, através desse eixo técnico do seu processo de dire¢cdo, Luhrmann consegue
mesclar os ritmos de jazz com os do rap e do hip-hop ao utilizar faixas de som dos seus
musicos e edita-las por conta prépria, inserindo os elementos que deseja.

Figura 24 — DP14 — Luhrmann editando pistas de som no estudio

J'

Fonte: Dossié da pesquisa.

Tendo em mente a combinacédo desses dois eixos, 0 performatico-artistico e o tecnico,
da direcdo musical de Luhrmann, pudemos constatar como as masicas que aparecem na
Grande Festa foram criadas. Baseados nos processos Vvistos acima e tendo em vista o papel
gue a construcdo sonora ocupa na criacdo poética de Luhrmann, trabalharemos, a seguir,
com a possibilidade de adaptar a mesma cena para um roteiro radiofénico.
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5 UMA PROPOSTA DE ROTEIRO RADIOFONICO DA GRANDE FESTA

Nesta se¢do, propomos uma nova forma de roteirizacdo de pecas radiofonicas, que
inclua detalhes de elementos responsaveis por criar paisagens sonoras, tais como os efeitos,
baseando-nos nos modos de criacdo centralizadores de Luhrmann, estudados nas segdes
anteriores.

O modelo de roteiro radiofonico de que partimos foi o adotado pelo Projeto
Traducdo, Processo de Criacdo e Midias Sonoras (PRO.SOM): Estudos de Traducédo
Interlingual e Interartes, da Universidade Federal da Bahia (UFBA), coordenado pela Profa.
Dra. Silvia Maria Guerra Anastacio entre 2008 e 2021. O grupo é responsavel pela
roteirizacdo, gravacdo e publicacdo de 15 pecas radiofonicas traduzidas e adaptadas de
romances, pecas teatrais e contos. Citando essas obras: O Caminho para Meca (2009), Na
Vila (2011), Vozes da Memoria (2015), Uma luz na escuriddo (2015), Soltando a
imaginacgdo: lendas e contos infantis (2015), Sensagdes de um teatro da mente (2015), A
acendedora de lampides (2015), A Guerra dos Mundos (2015), A Maquina do Tempo (2017),
Trés Vivas para o Bebé!!! (2017), A lenda do Iping (2018), Nina vai a escola (2019) e H. G.
Wells: Ficcbes Classicas (2021) além da publicacdo das antologias Sabor e Som: Causos
contados de receitas nordestinas (2019) e Sabor e Som: Causos de cozinha (2021), onde estédo
compiladas histérias de receitas testadas por alunos do Centro de Apoio Pedagogico ao
Deficiente Visual (CAP) em Salvador-BA.

O PRO.SOM sempre trabalhou utilizando o conceito de “autoria colaborativa”
(Anastacio, 2014), que sugere a cooperacao e o trabalho da equipe nas etapas do processo,
incluindo-se: pesquisa pré-tradutdria, traducdo, adaptacdo, roteirizacdo (com busca por
efeitos, composicdo e reproducdo de musicas), ensaios e leituras dramaticas, gravacao,
edicdo, arquivamento do material do processo de criacdo e organizacdo de todo o trabalho.
Uma das maneiras de possibilitar que todos os membros do grupo trabalhem juntos é a
criacdo de documentos compartilhados dentro do Google Drive, que permite 0 acesso
simultaneo dos arquivos on-line de todas as etapas, como pode ser visto na figura a seguir:

Figura 25 — Documentos de processo da roteirizacdo de O juizo final
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Compartilhados comigo > Roteiro > Uma visdodo julgament.. - =& 8 0

(Tipo + | [ Pessoas + | [ Modificado - |

Pastas h  Noomy:
B EFEITOSSONOR.. }
Arquivos

B #1Roteiro Vision H B #2Roteiro Vision H B #3Roteiro Vision H B #4 Roteiro Vision H B #5Roteiro Vision... B #6 Roteiro Vision

B ETAPA1“IDEIA” H B etara2avisio H B ETAPA 3 "ESCAL. H M IMG_20180606_1. H B Roteiro de Public... H B Wells e Deus

Fonte: Google Drive do Grupo PRO.SOM.

O trabalho de roteirizacdo do Grupo PRO.SOM envolve as seguintes etapas: Ideia,
Sinopse e Storyline (ou escaleta). Tal divisdo adotada pelo grupo segue quase que fielmente
0 modelo proposto por Doc Comparato (1995), que precede a criagao do roteiro de fato.

A etapa da Ideia seguida pelo PRO.SOM combina os conceitos de: Ideia, Conflito e
Personagens sugeridos por Comparato. Para o autor, a Ideia representa o “acontecimento que
provoca no escritor a necessidade de relatar” (1995, p. 22); o Conflito deve ser simples,
conciso e eficaz, concretizando as abstracfes da Ideia em palavras; enquanto que,
finalmente, “comegaremos a desenhar as personagens ¢ a localizar a historia no tempo e no
espago” (1995, p. 25). Podemos observar como tudo isso ocorre na figura a seguir, que
representa a Etapa 1 da roteirizacdo do conto A Vision of Judgment, de H. G. Wells,
publicado na coletanea H. G. Wells: Ficcbes Classicas (2021):

Figura 26 — Etapa 1 da roteirizacdo do Grupo PRO.SOM
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ETAPA 1 “IDEIA” AVISION OF JUDGMENT + B &
Arguivo Editar Ver Inserir Formatar Ferramentas Extensbes Ajuda
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ETAPA 1 “IDEIA”

+ NIVEL DE ADAPTAGAO: ICONICO
+ LOCAL: “ESPAGO DO JUiZO"

+ TEMPO: CENA INICIAL: ANOS 2000 E JUIZO FINAL ATEMPORAL

* LINGUAGEM: ICONICA

CONFLITO: <0 embate entre homens & Deus no julgamento final >
[COMPREENDER O QUE ESTA ACONTECENDO NAQUELE LUGAR
] DESCONHECIDO.]

=] + PERSONAGENS:

PAULO (homem pequenc)
- SEXO MASCULINO
-PARDO

-
.
-
» -1,60 cm de altura

Fonte: Google Drive do Grupo PRO.SOM.

Ainda segundo a definicdo de personagens por Comparato, esta também deve
envolver o que o Grupo PRO.SOM inclui na etapa da Sinopse, que significa “a historia
comegca aqui, passa por ali e acaba assim. [...] Por outras palavras, a sinopse é o reino da
personagem. E ela quem vai viver essa historia, onde e quando a situamos” (1995, p. 25).
Diferente do que a palavra “sinopse” popularmente significa, que seria um resumo geral da
trama, a sinopse do roteiro conta seu comeco, meio e fim:

Figura 27 — Etapa 2 da roteirizacdo do Grupo PRO.SOM

ETAPA 2 AVISION OF JUDGMENT % & &
Arquivo Editar Ver Inserir Formatar Ferramentas Extensdes Ajuda
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ETAPA 2 “SINOPSE”

A Prestes a fazer sua primeira apresentacdo para um grande e renomado pablico, José faz os
] Gltimos ajustes para que tudo aconteca conforme o planejado, mas nos primeiros minutos
] de sua fala, sente um tremor que ndo vinha sé de seu corpo, mas sim de todo o ambiente

<] ouve-se, logo, pessoas gritando, criancas chorande, um som grave, agudo, tudo se
—: confundindo e, de repente... escuriddo. Ao acordar com o som de trombetas, ele se vé em
o] um ambiente gigantesco, anfiteatral. Ali aconteceria o “Juizo Final", com pessoas de todos
N os tipos, anjos e Deus. Ele acompanha o julgamento de todos, que se arrependem pelos
7] pecados e sao perdoadas por Deus. Em sua vez, ele faz 0 mesmo: se arrepende e pede

perddo. Ao final do julgamento, todos haviam pedido misericordia divina e, aparentemente,
Deus os perdoa, pois os da uma segunda chance para viver em um novo planeta.

Fonte: Google Drive do Grupo PRO.SOM.
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A sinopse feita pelo Grupo PRO.SOM reproduz a nogdo de que “a histéria comega
aqui, passa por ali e acaba assim” proposta por Comparato (1995, p. 25), uma vez que inclui
detalhes do andamento da historia, do comego ao fim. A escaleta, etapa seguinte do grupo,
tem um papel também reforcado por Luiz Carlos Maciel (2003, p. 32), ja que divide o
argumento em cenas: “O roteiro ndo narra uma historia. Ele indica como a historia sera
testemunhada diretamente pelo espectador, através de cenas vividas por atores.” A escaleta,
portanto, se configura da seguinte maneira:

Figura 28 — Etapa 3 da roteirizagdo do Grupo PRO.SOM

ETAPA 3 "ESCALETA" AVISION OF JUDGMENT +# B &

Arquivo Editar Ver Inserir Formatar Ferramentas Extensdes Ajuda
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ETAPA 3 “STORYLINE”

] CENA DESCRIGAO PERSONAGENS

= 1 *Cena no presente” José, secretana.
José ganha promocac na empresa em que
trabalha. Conversa com sua secretaria sobre a
apresentacdo que fara para os investidores.
Passa os dias seguintes treinando e muito
Nervoso com sua apresentacdo.

b 2 *Cena no presente® José, secretaria.
Dia da apresentacdo. José tem uma crise de

™ ansiedade minutos antes da apresentacdo. Logo
b no inicio da mesma, comeca a ser ouvido

= barulhos, gritos, choros... siléncio absoluto.

-] 3 *Cena pos-apocalipse” José.
José desperta com o som de trombetas, irmtado

fmmmmimmmdA min mmsimma A Arimmana e b A

Fonte: Google Drive do Grupo PRO.SOM.

Concluidas tais etapas, 0 grupo inicia o0 processo de roteirizacdo, também pela
Plataforma Drive, incluindo comentéarios pertinentes acerca do trabalho realizado e deixando
registros desse percurso criativo:

Figura 29 — Roteirizacdo do Grupo PRO.SOM
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3 Uma visdo do julgamento final

CENA1

4 NMulher atende o telefone, num ambiente onde pessoas estdo trabalhando com

computadores.

= CATARINA: Sim, senhor. Pode deixar que passarel Seu recado agora mesmao.

Imagina, disponha.

Passos de salfo até uma sala, bate na porta e entra

CATARINA: Senhor Pedro, licenca

PEDRO: Claro, Catarina.

CATARINA: Julio, o diretor da empresa, pediu para que o senhor fosse até a sala

dele no final da tarde, parecia estar animado.

PEDRO: Opa, se for aumento no saldrio, o seu vai aumentar junto, hein? (risos)

CATARINA: Comecarei a [orar] <rezar= desde agora, senhor. (risos)

PEDRO: Se dependesse de <reza> [oracéo] para eu ser bem sucedido, eu ainda

estaria frabalhando como negociante de panos. (risos) Catarina, vocé ja pode me g
trazer aquela proposta do acionista de Nova lorque?

CATARINA: Clarol Se precisar de mais alguma coisa, 56 me chamar, Rezar & mais usado no Brasil, por questdo da
Passos de salfo em retirada, bate a porta e rciatdalgsialatslica

Fonte: Google Drive do Grupo PRO.SOM.

[N

Ingrid Mendes
4 de jun. de 2018

L ey

Podemos ver como uma das funcbes utilizadas da Plataforma Google é a
possibilidade de incluir comentarios ou anotacbes em trechos do texto que esta sendo
trabalhado, além de termos acesso detalhado ao historico de alteragcdes do documento, com
data, hora e autor das modificagdes. Na figura 29, a pesquisadora Ingrid Mendes deixa uma
sugestdo acerca das diferencgas entre os termos “orar” e “rezar”, que estao marcados por
operadores da Critica Geneética. Utiliza-se “[ ] para apagamento e < > para inser¢do. Tais
operadores possibilitam a visualizacdo das alteracGes realizadas, ao longo do processo de
traducao” (Anastacio; Monteiro, 2022, p. 93). Ou seja, os operadores mencionados tém papel
semelhante ao das rasuras que poderiamos encontrar em manuscritos produzidos em suporte
papel e nos permitem acompanhar as mudancas pelas quais o roteiro passou.

Uma das vantagens de se trabalhar em meio digital € que o pesquisador ndo precisa
transcrever as rasuras como fazia ao trabalhar com os manuscritos feitos a méo,
especialmente se lembrarmos que, muitas vezes, a caligrafia do documento era quase que
ilegivel; assim, esta era uma etapa muito ardua do processo. Era costume do pesquisador ter
que utilizar até uma lupa, o que hoje se configura como um recurso digital dos programas (0
zoom), como o Prezi, o Canva, o0 Word, o Google, dentre outros. Finalmente, para que se
tenha uma ideia das dificuldades encontradas, o pesquisador precisava trabalhar com o
cotejamento de documentos do ultimo para o primeiro na busca de decifrar palavras pouco
legiveis ou impossiveis de serem lidas.

Os roteiros do PRO.SOM também incluem o conceito de rubricas junto aos dialogos.
Para Maciel (2003, p. 90), ““a cena é composta de atividades e dialogos — e ambos expressam
a acdo. As atividades sdo descritas nas rubricas, juntamente com [...] tudo aquilo que ndo for
didlogo”. Para além disso, uma vez que os roteiros do grupo sao feitos tendo em mente a sua
funcdo, que é a producdo de uma midia sonora, a acao é geralmente descrita com a inclusao
de efeitos sonoros:

Figura 30 — Efeitos sonoros na sexta versao do roteiro de O Juizo Final
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Fonte: Google Drive do Grupo PRO.SOM.

ESCRITORIO

BASTIDORES DO PALCO
CORREDOR

NA MAO DE DEUS

NA PLATEIA DO JULGAMENTO
NOVO PLANETA

TELEFONE TOCANDO
PEGA TELEFONE
PASSOS DE SALTO
BATENDO NA PORTA
ABRE PORTA

- FECHA PORTA

PASSOS DE HOMEM

- APERTO DE MAOS
PESSOAS SE SENTANDO
o MICROFONIA
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De acordo com a figura 30, o roteiro abre com a lista dos efeitos sonoros que seréo
usados no decorrer do texto. Tais efeitos, nomeados como BG e TEC, tém funcdes distintas
na construcao sonora das pecas radiofénicas do PRO.SOM:

Os BGs, ou sons de fundo, sdo marcados por letras mailsculas, marcando a
ambientacdo da cena e se a atmosfera € interna ou externa. [...] Enquanto os BGs
tém uma certa duracdo, os TECs sdo efeitos rapidos e pontuais, marcados por
numeros cardinais. O roteiro técnico é, pois, bem detalhado e ali sdo introduzidas
trilhas sonoras, musicas, pausas, bem como dialogos; enfim, tudo o que uma peca

radiofbnica requer de marcacéo sonora (Anastécio, 2020, p. 78).

Uma vez que se trata de um processo téo rico e complexo, esses elementos das etapas
criativas de pecas radiofonicas do PRO.SOM foram objeto de muitos estudos, como para
citar alguns: a tese de Raquel Borges Dias (2019) acerca do processo de cria¢do da traducao
da peca Statements after an arrest under the immorality act de Athol Fugard; e as
dissertacdes de Mirela Dornelles Gonzalez Paz (2019) sobre a criagdo de um roteiro para
peca radiofbnica; e de Flavio Azevédo Ferrari (2016) sobre a adaptacdo do livro A Guerra
dos Mundos de H. G. Wells, também para audiolivro.

Aproveitando a experiéncia de todo esse caminho trilhado pelo grupo, esta
dissertacdo buscou desenhar um roteiro para peca radiofonica inspirado, também, no
processo de criagdo filmica do diretor Luhrmann da Grande Festa.
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5.1 UMA COMPARACAO DA GENESE FILMICA COM A RADIOFONICA

Vimos como o som do filme de Luhrmann foi criado e, agora, a ideia aqui proposta
é de que a escrita do roteiro que surgiu como desdobramento desta pesquisa fosse capaz de
recriar efeitos de tal estética filmica em uma peca radiofénica. Como pudemos observar,
Luhrmann se destacou ao propor uma ampla construgcdo sonora em seus filmes, o que
também é uma preocupacao constante dos realizadores das pecas radiofonicas.

Uma vez que as midias radiofénicas ndo incluem o suporte visual com que Luhrmann
conta, veremos como 0s roteiros podem também sugerir cenarios sonoros através de recursos
tecnoldgicos, como o audio panning, que “simula impressoes de lateralidade” (Anastacio;
Zanato, 2016, p. 100); ou seja, nos permite criar uma paisagem sonora rica na mente do
ouvinte. 1sso é importante, pois o espectador:

[...] quer estar imerso no filme, mas isso ndo significa que ele queira conduzir a
historia ou interagir. Ele somente precisa se sentir como parte da histéria. No
contexto da estética imersiva, 0 som pode ser discutido como um elemento
comunicacional imprescindivel [...] (Opolski, 2015, p. 4).

A estética radiofonica funciona como uma for¢a geradora de todo um “teatro
invisivel” ou “teatro da mente” (Street, 2006), cujo palco pode ser construido através das
ondas sonoras e a construgdo de suas cenas acontece, portanto, na mente do ouvinte. O
formato de pecas radiofonicas, que surgiram na Alemanha na década de 1920, pos-guerra,
era rico:

Para a consolidacdo da estética de uma linguagem essencialmente sonora, a peca
radiofonica e seu desdobramento revelam-se como um caminho inspirador em
direcdo a um universo novo no qual palavra e som, ruidos e siléncio, ou mesmo,
musica propde a partir de efeitos técnicos e/ou humanos, uma realidade criativa
surpreendente, e até mesmo, transformadora (Peixoto, 1980, p. 7).

Diante das novas tecnologias e dos processos de criagdo contemporaneos, sugerimos
aqui um roteiro radiofonico que, por mais que evoque essa estética montada sobre “palavra
e som, ruidos, siléncio” e musica, capta também procedimentos e recursos de outras midias,
utilizando até mesmo um processo de mimetizacdo (Straumann, 2015).

Tal necessidade surge, pois, apesar do género literario roteiro contar com um poder
expressivo dramatico abrangente, este pouco se compromete a “escrever o som”; titulo da
dissertacdo de mestrado de lana Cossoy Paro (2016), que analisou quatorze manuais de
roteiro para concluir que estes ou recomendam moderacdo nas sugestdes de som como
agente narrativo ou as ignoram completamente.

Em tal corpus, que inclui mesmo Comparato e Maciel — referéncias dentro do
PRO.SOM — fica evidente que o som é desprezado na cadeia produtiva do cinema, coisa
gue ndo queremos (nem podemos fazer). A busca, entéo, € por uma linguagem de roteiro que
ndo trabalhe em funcéo de imagens e conceitos visuais, que se tentou fazer, como veremos
na prometida proposta do roteiro da Cena da Grande Festa em peca radiofénica.
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5.2 ROTEIRO DA CENA DA GRANDE FESTA EM PECA RADIOFONICA

O estudo aqui apresentado de nosso roteiro radiofénico especifica em que consistem
0s seguintes elementos da trilha sonora: Foley, diadlogos, hard effects, sound effects,
background e background effects, e mdsica. Essas explicacfes servirdo ndo apenas para
identificar a terminologia utilizada na criacdo sonora, mas também porque cada um dos
elementos citados tem uma fungéo distinta.

Assim, da mesma forma que vimos como Luhrmann trabalha com diferentes aspectos
que criam uma ambientacdo visual, queremos uma marca especifica para o0 som, fortalecendo
sua linguagem particular.

Comecemos com o Foley: refere-se aos sons gerados por seres humanos e seus
aderecos, como o farfalhar das roupas, os sons de passos, de beijos, etc; os hard effects
referem-se apenas aos sons que ndo podem ser criados por humanos, como 0s de carros e
maquinas. Nessa cadeia produtiva, sons como foley e didlogos podem ser gravados em
estudio, enquanto outros, como hard effects, sdo mais dificeis de serem gravados.

Hard effects e sound effects normalmente estdo disponiveis nos bancos de som que
vimos anteriormente. Tais bases de dados também contém foley, embora seu propdsito
inicial seja fornecer sons mais dificeis de se replicar. I1sso vale especialmente para os sound
effects, ou seja, que ndo representam nada do que estd em tela ou incluido na historia,
possuindo uma funcéo estética:

Citaremos trés possibilidades de uso do sound effects: (1) em conjunto com efeitos
[...] diversos para reforcar momentos de irrealidade; (2) sublinhando titulos,
cartelas e créditos, para estabelecer sonoridades tematicas relacionadas a histéria
do filme; (3) refor¢ando foley e hard-effects para adicionar impacto e reforcar
climas de suspense, tensédo, alegria, etc (Opolski, 2014, p. 198).

Quanto aos BGs, a definicédo utilizada pelo PRO.SOM é funcional, uma vez que 0s
sons de fundo devem ser constantes, como ocorrem na vida real, para adicionar
verossimilhanca auditiva a obra. Contudo, se observarmos a descricdo de um dos BGs vistos
na figura 30, que diz [som] “ambiente de escritorio”, podemos sugerir que tivesse sido mais
especifico porque ndo fazemos ideia dos planos sonoros que compdem tal escritorio. Ndo
sabemos se h4 mesas, cadeiras com rodinhas, burburinho de conversa, xicaras de café,
digitacdo, cliques de mouse, telefones tocando... A generalidade desse modelo de roteiro ndo
responde a essas questbes, deixando as especificidades da ambientacdo para serem
completadas pela imaginacdo de quem va editar esse trabalho.

Pensando nos cenarios visualizados na cena da Grande Festa, que contavam com uma
piscina, um jardim, uma praia, uma orquestra tocando, além do burburinho de uma multidao
de convidados e funcionarios trabalhando. Seria conveniente, portanto, buscar reproduzir
esses elementos através do som, um por um, detalhando seus pontos de entrada e de saida
na cena, seus volumes e sua lateralidade, além de outras questées, como, dentre elas: ha eco?
O som reverbera? E abafado? Aparecem sons em superposi¢ao?

Portanto, ha a existéncia de um BG continuo em qualquer trabalho radiofonico que
seja realizado, como definido pelo PRO.SOM, mas também, como nos explica Opolski
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(2014), existem eventos sonoros pontuais, chamados de background effects ou BG-Fx, que
compdem a ambientacdo, tanto quanto o BG geral:

O background, comumente chamado BG, nada mais é do que o0 som ambiente de
determinada cena, sempre denso e continuo, sem eventos sonoros pontuais que
possam se destacar. Se a a¢do se passa no centro de uma cidade, provavelmente o
BG sera construido por sons continuos de movimentacdo de carros e por pessoas
conversando (Opolski, 2014, p. 189).

Quanto mais trilhas sonoras houver em uma mesa técnica, cada trilha correspondendo
a um som especifico para ambientar determinado contexto da histéria, maior sera a
possibilidade de um grande numero de efeitos ser inserido em uma determinada cena, a
medida que aparecem aqui e ali. Ou seja, 0s sons ndo entrardo em conjunto, como um bloco,
mas de modo mais customizado.

Se nosso personagem estiver se aproximando da piscina, convém que os sons ali
produzidos aumentem de volume, o que constitui um recurso denominado fade-in. Ao
contrario, quando 0s sons das pessoas e das coisas distantes da piscina forem diminuindo de
volume, ocorre o fade-out. Mais uma vez, insistimos que se todo o BG vier em uma Unica
trilha sonora ja massificada, tal nivel de especificidade de edig&o se torna impossivel.

Da mesma forma que o PRO.SOM inicia seus roteiros com uma longa lista de BGs
e TECs, também faremos 0 mesmo no roteiro que segue, sé que detalhando a especificidade
dos sons utilizados, como: Foley (F), hard effects (HFx), sound effects (SFx), background
(BG) e background effects (BGFx), e musica (M); todos numerados cardinalmente para
corresponder aos respectivos sons indicados.

Para que de maneira alguma sejam confundidos com letras e nimeros no corpo do
roteiro, os indicativos desses sons devem aparecer sempre “clevados” em rela¢do ao texto,
como HP1 ou BEX4 Dessa forma, é possivel identificar facilmente todas as instancias de
sugestdes sonoras em um roteiro que ira para edicdo. Quanto aos momentos de aparicao
dessas siglas e simbolos, tais insercdes sempre devem ser marcadas cronologicamente.

Portanto, se uma lista de sons contém, digamos, tal disposicio de siglas B6* F* F2 BG-
FXLSPX2 ng roteiro, 0s sons correspondentes devem ser inseridos na trilha sonora na ordem em
que aparecem no texto. Além das siglas para identificar diferentes tipos de categorias de
som, segue também uma sugestdo de efeitos, que vem em forma de simbolos, ao lado
esquerdo de cada sigla:

* volume maior

“volume menor

“fade in

*fade out

" audio panning esquerda
“audio panning direita
Meco

" reverberagéo
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“som abafado
© som em loop
“” sobreposicéo
"inicio do som
" fim do som

Dessa forma, se quisermos que um BG surja em fade in, o identificamos no roteiro
como ¢!, Da mesma maneira, se quisermos dois sons diferentes se sobrepondo, podemos

utilizar os asteriscos elevados junto aos respectivos sons: "™ "1 Uma vez que tanto a lista
de siglas quanto a de simbolos estara no cabecalho dos roteiros, é facil voltar e consultar
seus significados, como um pequeno glossario.

Ainda, os simbolos referentes aos efeitos foram escolhidos, sempre que possivel, para
serem intuitivos e faceis de memorizar, como o de volume, que remete aos tipicos sinais
matematicos de mais e menos para aumentar e diminuir. O fade in, que é um som crescente,
é representado por uma seta para cima, enquanto seu oposto, o fade out, por uma seta para
baixo. Tais escolhas aumentam o poder expressivo sonoro do roteiro, permitindo que seus
criadores manifestem as imagens sonoras que pretendem criar de maneiras especificas; como
um auteur faria.

Portanto, esse modelo de roteirizacdo pode ser eficaz na criacdo de paisagens
sonoras, bem como permitir aos roteiristas que exercam um papel criativo maior na
composicao das cenas. O breve roteiro criado a partir do modelo acima descrito, adaptado
para uma versdo resumida do roteiro da Cena da Grande Festa de Luhrmann, encontra-se no
Anexo A para consulta. Pretendemos, para um desdobramento futuro desse trabalho,
expandir o roteiro da Grande Festa para um roteiro longo e detalhado.
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6 CONSIDERACOES FINAIS

No decorrer desta pesquisa, exploramos e analisamos temas complexos e interligados
referentes a/ao: conceito de autoria no cinema; criacdo de obras em tecnologias assistivas,
especificamente as pecas radiofbnicas; estratégias de roteirizacdo; influéncia da estética
sonora nas midias estudadas; tudo sob a perspectiva da Critica Genética.

Primeiramente, a discussdo sobre o papel filmico do auteur de Baz Luhrmann na
Cena da Grande Festa de O Grande Gatsby revelou-se um terreno fértil para explorar as
multiplas competéncias, que um diretor centralizador deve ter. A génese filmica aqui descrita
também ndo se esgota nessa analise, uma vez que o papel do diretor auteur no cinema é vasto
e se enraiza em praticamente todas as competéncias do processo cinematografico estudado.
Luhrmann nos propde uma infinidade de processos, metodos e técnicas, que enriquecem
sobremaneira suas cenas.

Neste estudo, pudemos demonstrar como Baz Luhrmann incorporou sua Visao
pessoal em O Grande Gatsby, moldando a narrativa, o estilo visual e a estética sonora de
maneiras unicas. A respeito de tal estética, vimos que Luhrmann considera a musica como
um personagem, uma das estrelas do filme; portanto, faz questéo de controlar até os aspectos
criativos dos musicos e dos cantores na cena. De maneira quase transversal, até timida, este
trabalho também advoga por uma preservacdo profunda da metodologia de Luhrmann, um
diretor tdo pontual em sua filmografia que costuma ser esquecido (Gorbman, por exemplo,
nunca o cita em Auteur Music).

Nossa escolha por adotar o viés das Tecnologias Assistivas do audiolivro como base
para a geracdo de um roteiro radiofénico, ao final desta dissertacdo, teve por objetivo
aproveitar essa construcdo criativa Unica de Luhrmann. O eixo tedrico-metodoldgico da
Critica Genética ou dos Estudos de Processo, também, foi fundamental para falar de criacao,
uma vez que nos permitiu organizar e interpretar a vasta gama documental deixada por
Luhrmann e seus colaboradores, bem como, pelo Grupo PRO.SOM, o que possibilitou o
entendimento da linguagem sonora analisada e de suas etapas criativas.

Além disso, a presente pesquisa foi enriquecida pelo didlogo com a metodologia de
roteirizacao do Grupo PRO.SOM, gue tem promovido pecas radiofénicas como ferramentas
cruciais para tornar a informacdo e a cultura mais acessiveis a todos os individuos, sobretudo
aqueles com deficiéncia visual ou dificuldades de leitura. Através desses meios, individuos
anteriormente marginalizados podem ter a oportunidade de participar ativamente de
experiéncias literarias e artisticas. Nossas descobertas destacam a necessidade continua de
desenvolvimento e promocao dessas tecnologias assistivas, garantindo que todos tenham
igualdade de acesso ao conhecimento.

O trabalho aqui produzido, veiculado tanto a um aspecto tedrico quanto ao aspecto
pratico, objetiva fazer volume a um corpus (como visto) ja extenso de obras literarias e
académicas ligadas ao PRO.SOM. Trata-se, portanto, ndo de um trabalho finalizado, muito
menos baseado em ideias e conceitos cristalizados.
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Pelo contrério, a cada dia que passa, surgem novas teorias para estudar e entender
construgdes artisticas como o cinema e a peca radiofénica; esta ainda carente da
popularidade da primeira — embora, como bem apontou Gorbman, o estudo da mdsica
descentralizou da cidade de Viena. O roteiro também pode se descentralizar do movimento
imagético que o cinema tanto ama (como deveria, sendo este um de seus diferenciais).

Contudo, partindo do nosso lugar de fala (essencialmente sonoro), ao aproveitar a
estética sonora do cinema para enriquecer futuros roteiros de peca radiofonica, este estudo
revelou como a palavra e 0 som conjuntamente podem desempenhar um papel fundamental
para o audioleitor co-criar o seu teatro da mente. Tendo, por um lado, como pano de fundo
uma atmosfera expressiva tal, que possa auxiliar na expressao de emocgdes, sentimentos,
sensacdes, além de apelar fortemente para 0s sentidos sensoriais mais diversos, a peca
radiofonica ndo € apenas um complemento a imagem visual, mas uma linguagem artistica
com caracteristicas singulares. Por outro lado, ao apreciar a riqueza e a complexidade da
estética radiofénica, podemos aprofundar nossa compreensdo da narrativa audiovisual e da
experiéncia estética como um todo.

Esperamos que este trabalho receba de bragos abertos (e seja igualmente recebido
por) futuras geragdes de “escritores de som”, assim como seus antecessores o foram. Que as
ideias aqui contidas sejam praticadas, debatidas e, em posteriores analises, modificadas;
aprimoradas.

Em ultima anélise, esta dissertacdo ressaltou a importancia da intermidialidade no
processo de criacdo artistica, demonstrando como a autoria no cinema, as tecnologias
assistivas e a estética sonora, estudadas conjuntamente, podem enriquecer a nossa
compreensédo da arte e da cultura. A medida que avancamos, é imperativo continuarmos
explorando essas areas e suas intersecdes, promovendo o0 acesso universal a cultura e
reconhecendo o poder do som como uma linguagem artistica crucial.
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APENDICES

APENDICE A — Transcricio do DP02 — The Great Gatsby —

The Greatness of Gatsby - behind the scenes - HD

Baz Luhrmann: My idea was: [ was gonna do a sort of “bucket list” thing, and the bucket list
thing was that | was gonna go on the Trans-Siberian Express. In my mind | thought I was
gonna do debriefing and it was gonna be great. And then I’m there for, like, five minutes,
and | realized this is not going to be the romantic dostoevsky kind of, you know, debriefing
experience | thought it would be. It’s kind of a rattly old tin box. I’'m like “what am I gonna
do? This is ridiculous,” you know, I’'m only here, like, eight days. I’m going through Siberia
and | had taken with me two things. | had a few bottles of Australian red wine and | had the
then new 1Pod, and on it I had music and I had two recorded books. Now, I don’t remember
What the other recorded book was, but one of them was F. Scott Fitzgerald’s The Great
Gatsby. I put it on, glass of wine, Siberia going by. Six hours later, | wake up, you know,
I’ve been listening to the novel, spoken, recorded version of the novel. Six hours. And |
distinctly remember thinking to myself: “that is almost perfect cinematic structure”. In that,
it’s really a novella, it’s a very compressed book with a lot of density. But the problem that
everyone’s had with it as a film is that it’s almost entirely internal. It’s the internal narrative
of Nick Carraway. And so, in that moment, I went “but I wanna solve that problem”.

Craig Pearce: Baz first approached me about working on The Great Gatsby with him, | think
it was in 2010. He had secretly owned the rights to the novel for some time and he had long
thought that it would be an amazing film and he long wanted to do it, but he hadn’t really
talked about it to anyone.

Baz Luhrmann: Fitzgerald wrote beautiful literature about coming into New York Harbor,
pass the Statue of Liberty, I thought “well, I’'m gonna go on the Queen Mary, which is not
something I would normally do, with the kids and CM, and we’re going to come to New
York Harbor and start the process like Fitzgerald did, returning to his lost mirage of a city.
We came in under the Statue of Liberty and when that boat docked that morning I got up in
a helicopter and | started scouting Long Island and | flew over Long Island, and | looked
“oh, yeah, that’s west egg, that’s east egg.” You know, that’s, that’s actually, you know, Port
Washington. That’s where it is now, I mean, he’s mythologized the name of the place, oh, I
see, that must have been the valley of the ashes. So, one of the great moments, for example,
on one of the very early scouts was, it was all about Gatsby’s death, and, as you know, in
the book, you know, spoiler, he dies, he gets shot in a swimming pool. I put together a library
of hundreds and hundreds and hundreds of photographs from the era, but there was this
photograph of a swimming pool in a mansion on Long Island that kind of look like a Roman
Coliseum with stairs high at the back and a low section at the front, and | saw this photograph
of the pool, I mean, oh, my God, this is the perfect staging if you’re gonna shoot someone
in the back. You really want to see the murderer a higher up from behind, you know, perfect,
I was like ‘this is cool,” it was great. We were out scouting, and one of the old mansions,
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which is now a trustee place, and I was looking through the window and I thought ‘look at
that,” that’s a bit of something sticking out of the grass, and then I realized it was swimming
pool, but it was buried under the grass, and the same swimming pool that is in that
photograph was that pool, but it had been filled in with grass, so we quickly got under the
fence and Anton, who runs my company, and | produce music with, and Skylar Weiss, who
works with me as-- it was assisting at that time.

Skylar Weiss [atuando]: Hasta la vista, Gatsby.

Baz Luhrmann: He gets up, pretends to have the gun, Anton pretends to swim on the grass,
right. Gets up slowly, I’m sort of calling the shots, and the stills, the photographs that were
taken on that day, of Anton miming up, of Skylar walking down the stairs, of the gun slowly
coming up, of shooting, and Anton falling back. If you look at the sequence, if you cut to the
sequence in the film, the pool is identical, ‘cause we rebuilt that pool. The position of the
actors is identical, because we just restage that, and then eventually Leonardo rehearsed it.
So those things, some of them are fully formed, they just make sense. It was fun, you know?
And that part of it, actually the research part of it, it never gets better, and then the rest of the
process is about putting a limit on your imagination.

Leonardo DiCaprio: Baz handed me an original copy of Gatsby and said ‘I’ve gotten the
rights to this and | want to take this on. And not only is a very daunting, scary concept, but
it means you have a lot of responsibility to make, you know, a memorable, good film that
can be spoken in the same breath as the novel.

Tobey Maguire: I got a call from Leonardo DiCaprio and he said ‘I just talked to Baz and
he’s thinking about doing The Great Gatsby and he was talking about me and you for Gatsby
and Nick. He’s in town, he’d love to get together, what you’re up to tonight?” And I said
‘I’m around, I’m available,” so the three of us got together, hung out for a couple of hours.

Baz Luhrmann: We were riding in the Ace Hotel and wanted to sort of be in the headspace
of Fitzgerald, you know, Craig and I, and Tobey, and Leonardo, so we start reading,
Leonardo starts reading and Tobey starts reading. The windows were open, big windows,
I’m pretty sure I can hear some sort of jazz playing to the windows and it was all-- the air
was nice and the city lights and... you couldn’t be more Fitzgerald. And then we were all
seating and I’m hearing Tobey go ‘and so we beat on, boats against the current, borne back
ceaselessly into the past.” Leonardo and Tobey are very, very, you know, no pushovers. Then
Leonardo went [imitando sons de aplauso]. And we knew we had a lot of work to do and
there was a lot of distance between that first draft and where we were gonna be, but | think
the four of us knew that we had something. Not every afternoon in filmmaking is special or
memorable, much of it is stuff you’d like to forget, but that was a special afternoon.

Tobey Maguire: We did a workshop in New York, just Leo and | in terms of the actors, we
were the only ones cast at that time.

Baz Luhrmann: We always workshop, and very early on we workshopped. | even went to
the trouble of finding an old mansion to do the first workshop. You know, | wanted to be a
bit Gatsby-esque.
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Tobey Maguire: Then nine months later a lot of the other cast was then in the movie and we
all got together in New York for a week and sit around and read the script and then talk about
the character relationships and go through some of the scenes and wear clothes and shoot
things and y’know it was a really fun process.

Joel Edgerton [atuando como Tom Buchanan]: Life is something that you dominate, if
you’re any good. Now, about town, I think my position on the Sonata is fine.

Tobey Maguire [atuando como Nick Carraway]: Just because I’m stronger and more of a
man than you.

Joel Edgerton [atuando como Tom Buchanan]: Oh, we’re going.

Craig Pearce: Bang! Tom froze, open the doors! And Nick turns to be halted by the vision
of the interior, we can imagine a saloon, a shimmering sun-dazzled room in which enormous
wide curtains whip and snap in the breeze.

Elizabeth Debicki: It was like a dream. A very odd, kind of Baz Luhrmann-esque 1902s
dream. Amazing curtains coming in and Carrie and | just lying on top of each other and
throwing pillows around and dancing and it always just felt very natural for us to be Jordan
and Daisy [atuando como Jordan Baker] Oh, the cousin.

Tobey Maguire [atuando como Nick Carraway]: She was the most frightening person that
I’ve ever met. But I enjoyed looking at her.

Carrie Mulligan [atuando como Daisy Buchanan]: Do they miss me in Chicago?

Tobey Maguire [atuando como Nick Carraway]: Oh, yes, yes. At least a dozen people send
their love.

Baz Luhrmann: It isn’t really about Indian script or design or music. It’s really about the
evolution of the story and the storytelling. And in the end the baby is not so much that you
go “the baby is finished”. It’s just that the baby can’t help but to be born.
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APENDICE B — Transcrigio do DP09 — Florence Welch Talks The Great Gatshy
Entrevistadora: Florence, I’ve read that doing the soundtrack was something you've always
wanted to do, contribute to a movie soundtrack...

Florence Welch: Yeah.
Entrevistadora: What was that process like?

Florence Welch: Some of it was just like, like the bit which would say ‘you're a hard soul to
save, with an ocean in the way,’ that... It was just another... I've read that as if it was just a
song, I don't know, something that just came sort of from... I wouldn't really be thinking
about it. That was gonna be more along my normal lines of songwriting, which is just singing
whatever comes into your head.

Entrevistadora: For sure.

Florence Welch: So it was a mix of the two, you know, some of it is taken directly from the
book and some of it is taken directly, you know, from...

Entrevistadora: Your head.

Florence Welch: Imagination. But once again it's always about the feeling. And then, and
then it was about, and then Baz made me sing to picture. Holding my hand and kind of
whispering directions in my ear, so, it's a very strange combination of things.

Entrevistadora: But you're part of a soundtrack that, no doubt, is gonna be played over and
over by people. | mean, movie soundtracks are so important.

Florence Welch: Yeah.

Entrevistadora: what are some of your favorite soundtracks?
Florence Welch: Romeo and Juliet.

Entrevistadora: Yeah, | love that one too.

Florence Welch: Huge! Horror Picture Show... and... there’s many soundtracks with a huge
part on it. Aah... the... Reservoir Dogs soundtrack is amazing. Pulp fiction, Moulin Rouge,
all of Baz’ soundtracks are incredible actually.

Entrevistadora: Is this something you'd like to explore further?
Florence Welch: Sure, bring it on
Entrevistadora: Yeah?

Florence Welch: This is my first experience of doing, like, film... so weird! I think Baz
thinks I'm in the film. I'm not actually in the film. I went with DiCaprio, | was sitting front
row with the cast and I got completely confused cause I was... They’re like, ‘go in, go in
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with them’ and I'm like: ‘I’m not in the film! I’'m not supposed to be in here’. My seat was
right there and Leo Dicaprio was laughing at me because | looked so confused, because when
my name was there I said: “I don't think I'm supposed to be here” I was sitting right next to
Carrie which was a huge... Carrie and Leo, it's a huge honor, but I was just like...

Entrevistadora: But you might be back because you're gonna be- you're you are in the
Terrence Malick untitled project.

Florence Welch: Ah, yes.
Entrevistadora: So you could be back here.

Florence Welch: Wow, let’s see.
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APENDICE C — Transcricdo do DP14 — The Great Gatsby - The Swinging Sounds of
Gatsby Part1- behind the scenes HD

Baz Luhrmann: F. Scott Fitzgerald came up with this phrase, “The Jazz Age”.

Anton Monsted: F. Scott Fitzgerald coined the phrase “the jazz age”, he was the poster boy
for the jazz age, he was a novelist who is, you know, in many ways a rockstar in his own
right. He loved music, he loved the movies and, you know, he couldn't help but refer to the
popular music of his time.

Shawn ‘Jay-Z’ Carter: It’s so interwoven into the storyline and it feels like a major part of
the film.

Leonardo DiCaprio: Just as much as Baz is a great filmmaker, he is a fanatic about music as
well.

Florence Welch: I don’t think anyone would ever think that Baz is being shy or timid. You
know, dude, push it, push the boundaries ‘cause it has to be exciting and it has to be thrilling
and it has to be unexpected.

Baz Luhrmann: So we blend from one moment a Jay-Z, hip hop cut into a piece of jazz. ’'m
not doing that just to be clever, I’'m doing that to help the audience get a feeling of when the
audience read that book in 1925, what it meant. It was jazz in there, it was dangerous and
intoxicating and thrilling and sexy and it was jazz.

Shawn ‘Jay-Z’ Carter: Jazz was this almost underground sort of music at the time, and it was
like hip hop started out.

Leonardo DiCaprio: Predominantly, jazz at that time was hip hop. But here, you know, the
idea of infusing hip hop, the ideas of giving the 1920’s that sort of modernism that, you
know, that isn’t gonna separate you from being within that time period, but makes you
understand the sort of cultural references and what it would be like if these people existed
today.

Baz Luhrmann: In parallel to us beginning on the right Gatsby and the music journey and
finding a way of translating jazz into hip hop, we also wanted there to be traditional jazz. It
was well, how are we ever gonna match Bix Beiderbecke? | mean, Bix Beiderbecke started
as a young man trying to reach his trumpet, that never existed, where we gonna get that?
And Paul Brycek from Warner Bros. says ‘you know Bryan has this jazz orchestra,’ I think
‘oh, that sounds curious.” Turns out that, obsessively, Bryan Ferry had created a traditional
20’s jazz band.

Bryan Ferry: | had this creative idea which is kinda quirky but I, I thought it would be an
interesting concept to take my songs that I’ve written over the years and redesign them and
re-perform them in the style of 1920’s jazz.

Baz Luhrmann: What Jay-Z was to hip hop, they were to the traditional jazz.

Anton Monsted: We were very lucky to meet up with him early on in the process and to start
a collaboration where we could get a specific sound that sounds like the 1920s.
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Bryan Ferry: We have been supplying the old music, the period music, the 20s played by my
band, my orchestra.

Anton Monsted: | suppose the music in the film comes forward in a number of layers and,
there’s the traditional orchestra and the score, which is being composed and arranged and
realized by Craig Armstrong.

Craig Armstrong: In a convenient introduction of jazz and all this lineage can lead up to Jay-
Z and, you know, in this movie there was The XX, and Florence and The Machine and Lana
Del Rey. Combining them also was a classical tradition, and a tradition of the Hollywood
Score. The score for The Great Gatsby was the glue that kind of interpreted the characters,
but then again, there’s a lot of contemporary music.

Anton Monsted: The other more averted layer, the “more in your face” musical expression
is the songs and, you know, the songs in a Baz film, the song is never just a song. More often
than not, Baz likes to take a musical motif from that song, a piece of that melody or
sometimes a piece of instrumentation like a guitar hook and layer it throughout the film, so
that when we get to the full expression of that song we have a sort of “a-ha!” moment.

Baz Luhrmann: | was blessed with this beautiful, if you like, kind of innocent but slightly
dock track that Ricky Nowels and Lana Del Rey came up with.

(CHAMADA DE VIDEO BAZ LUHRMANN, LANA DEL REY E RICKY NOWELS)
Ricky Nowels: It’s our girl right now!

Baz Luhrmann: Hey, lovely Miss Lana! You look beautiful.

Lana del Rey: Hi there. Thank you!

Baz Luhrmann: | started to use the song in their first meet. And that is kind of good but a bit
forced because the audience haven’t yet heard the track, we’re sort of starting to get it inside
their heads. It becomes clear that it’s actually the major love theme in the moment which
Gatsby shows Daisy around the castle. So now | need a slightly different kind of vocal
treatment of it, but I’'m Sidney mixing the movie, and Lana is in Los Angeles with Rick
Nowels. Thank you for Skype! I mean really. We were very effectively able to have a Skype
session where Lana was in Ricky’s studio in LA, I was in my little garret in Sidney and | sat
there looking at Lana.

(CHAMADA DE VIDEO BAZ LUHRMANN, LANA DEL REY E RICKY NOWELS)

Baz Luhrmann: We’re very lucky that the song found the film, and most importantly that
you 're singing it.

Baz Luhrmann: It was as intimate really as being in the studio with her, and she was
tremendously responsive to direction and very good at finessing things. And she, at first she
sat down and she sang, | directed her, Ricky was there, you know, | wanted her to improvise.

(CHAMADA DE VIDEO BAZ LUHRMANN, LANA DEL REY E RICKY NOWELS)])

Baz Luhrmann: All of the abstractions, things people don’t want to get on a record, you
know?
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Lana del Rey Yeah, exactly.

Baz Luhrmann: These were like, kind of textures, vocal textures, terrific at doing that, you
know? And then when we get her back into the past, they are kind of a bit dream-like.

Anton Monsted: Another artist who we’ve been very grateful to be working with and I really
enjoyed the collaboration with is Florence Welch, from Florence and The Machine.

Baz Luhrmann: In the novel, there’s a girl, at the end of one of the parties, drunk, and she’s
singing on a piano about a lover and her makeup’s running down her eyes. I think to myself
‘Gee, let’s actually get Florence into the studio,” we’re recording with the London Symphony
now. And now we’re in, at the studio, we put the film up and Florence becomes the character
on the piano and she starts singing to that idea.

Florence Welch: Cause I sang to the film, I sang, scored the film as live cause that’s what
Baz wanted and I was singing along and I had Baz whispering in my ear, like, ‘cry harder’
and ‘sit sadder’.

Baz Luhrmann: And I’m so guiding her through it and she’s being the character and, I'm
sort of guiding her and she’s evolving in front of us. And that song grew out of the actor of
her actually acting to picture.

Anton Monsted: Not many filmmakers actually bring the band in and play them a scene and
ask them to play along with it, but this is a way of working that has great and date traditions
and we’re very honored to have The XX coming to the studio and working this way with us
while we were in London.

Romy Madley Croft (The XX): Working with Baz in the studio was really entertaining and
SO exciting to be- he’s so passionate, it’s really lovely to see Someone be so passionate about
more than just the scenes of the film, the music, you know, he was there kind of giving
directions to the orchestra that were really based upon feelings, and just, you know, sort of
speaking on the microphone to them and then- It was quite lovely the way he was just telling
you ‘this makes you feel this way’ or ‘make you feel that way’.

Baz Luhrmann: So they come in and | show them a picture and with it, we wanted Romy to
play the guitar and Oliver to play to picture and then Jamie to do some of his magic. They
were telling the story using their instruments and it was quite a beautiful thing to watch.

Romy Madley Croft (The XX): When we saw the scene that we were hoping to be in together
and it just made perfect sense.

Craig Armstrong: And with Baz and with The XX, myself, we’re working, you know, how
to incorporate this into the score. That was exciting, you know.

Baz Luhrmann: Now, that guitar theme touches all the way through the film, and then you
hear a little bit of the song when it gets obsessive and then it concludes at the end credits.

Romy Madley Croft (The XX): There was a quite fun moment where he kinda came in and
| was playing the guitar with Craig- Craig was playing the keyboard and he kinda directed
me through hand motions and, just to play this guitar riff to parts of the film. It’s definitely
an unforgettable moment.
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Shawn ‘Jay-Z’ Carter: As one of the things that Baz has a reputation for, treating the music
like a star.

Baz Luhrmann: Well, the journey of the song “A Little Party Never Killed Nobody”,
GoonRock is not only a clever producer, he is a performer. Tony Sella said ‘look, this’s a
really talented a guy, we got to, you got to give him a go’. So, they all come to New York,
Tony is like ‘here, he’s got it’, they play it, and it is so in time. It’s almost there, but it’s, it
needs that little- there’s got to be a yell to the heavens. Then Andrea Martin comes up with
this ‘no, that’s easy, a little party never killed nobody’, you know, ‘right here, right now is
what we got’. In the stage, right, Fergie, she does some awesome rap. Then my own pal, Q-
Tip, does rap on top of that. And this becomes all what we’re looking for.

Leonardo DiCaprio: You know, you don’t see a Baz Luhrmann film and not go get the
soundtrack. They’re like one in the same.

Baz Luhrmann: So many people collaborated. Fergie, GoonRock, Q-Tip, will.i.am,
Beyoncé, André 3000, Sia, Gotye. There’s something wonderful about the level of
collaboration on music.

Anton Monsted: The heart of it, Baz- Baz loves music, | love music, and that shared love of
music and that shared love of storytelling with great music is really the heart of why we do
what we do.
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ANEXOS

ANEXO A — Roteiro radiofénico da Cena da Grande Festa
O GRANDE GATSBY?®

Cena da Grande Festa

Lista de simbolos
*volume maior

“volume menor

“fade in

*fade out

' audio panning esquerda

“audio panning direita

Meco

~ reverberacao

&som abafado
“som em loop

““sobreposicdo
"inicio do som

" fim do som

Ambiéncia

BG: Som ambiente

BGFx1: Burburinho de vozes
BGFx2: Splashes de agua
BGFx3: Porta da casa abrindo
BGFx4: Porta da casa fechando
BGFx5: Janela da casa abrindo
BGFx6: Janela da casa fechando

Efeitos sonoros

F1: Passos de Nick Carraway

F2: Passos de danca de pessoas diversas
F3: Passos de Jordan Baker (salto alto)

36 Uma versdo demonstrativa do roteiro foi gravada por Sabrina Bonfim (Jordan Baker), Ricardo Oliveira
(Nick Carraway) e Marcos Sena (Jay Gatsby), e editada no software Pro.Tools, sendo exibida para a banca no
dia da defesa, 13/12/2023. Tal versdo pode ser conferida aqui:

<https://drive.google.com/file/d/11SZqvY SIWKIWEmxnDcgolgl-xCq24wRH/view?usp=drivesdk>.
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F4: Passos de Jay Gatsby
HFx1: Carros em diferentes velocidades

SFx1: Som de moedas caindo
SFx2: Som de roleta

SFx3: Som de arma carregando
SFx4: Som de farfalhar de cortina
SFx5: Fogos de artificio

Musica
M1: Trilha de jazz orquestral
M2: Trecho da nona sinfonia de Beethoven

CENA:

BGi

*HFXL crescendo com o didlogo e alternando a lateralidade *

Nick Carraway [Narrador]: Um incrivel nimero de pessoas se deslocava para a Grande
Festa, enchendo a cidade com seus automoveis barulhentos. Todo o final de semana, eles
iam passar na casa de Gatsby... HFXIf Fli

Nick Carraway [Narrador]: E era a cidade toda mesmo se deslocando. De cada canto de
Nova lorque, esse carnaval caleidoscdpico batia na porta de Gatsby.

RBGFx1li BGFx2 M1i F1f BGFx2 OF2i

Nick Carraway [Narrador]: Eram editores bilionarios e suas assistentes loiras>™*... Meu
chefe perdendo dinheiro no cassino®™2... Colunistas de fofoca... Gangsters e politicos

trocando contatosS™. .. Atores... Diretores da Broadway>™*... Pretensos defensores da
moralidade... E o pianista Ewing Klipspringer, um descendente duvidoso de Beethoven.

M2
F3 Jordan Baker (falando alto, sobre o burburinho de vozes): Achei que fosse vé-lo aqui.
Nick Carraway: Ola. *B¢F*2\/océ também foi convidada?

BGP2 Jordan Baker: As pessoas ndo sdo convidadas para as festas do Gatsby.

Nick Carraway: Mas eu®®™2 fiji... Quem ¢ esse Gatsby?

Jordan Baker: Ninguém sabe. (em tom provocativo) Vamos encontra-lo e descobrir?
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Fli F3i MBGFx1f MOF2f

BGFx3 F1f F3f BGFx4 M1

Jordan Baker (procurando Gatsby, se volta para Nick): Devo trazer Gatsby até voce,
Nick? BGFx5 +Mli -BGFxli OBGFx2

Nick Carraway (Olhando pela janela): Eu ndo esperava tudo isso.
Jordan Baker: O que vocé esperava?
Nick Carraway: Nao sei. Mas... Para que dar essas festas e ndo aparecer?

Jordan Baker: Ah, eu ndo me importo. Adoro grandes festas, sdo tdo intimas. N&o existe
privacidade em festas pequenas. Vou dar um pulinho na piscina, vocé vem?

Nick Carraway: Vou ficar aqui dentro, BEFX6 1i 153

4 Jay Gatsby: Seu rosto me ¢é familiar. Esteve na Terceira Divisdo durante a guerra?
'Nick Carraway: Sim, Nono Batalho.

‘Jay Gatsby: Ah, entdo é isso. Eu estive no Sétimo. Esta se divertindo, meu velho?

!Nick Carraway: A coisa toda ¢ incrivel. EU fui CONVIDADO, sabia? Mas ainda nio
conheci o Senhor Gatsby. Ninguem conhece, pelo visto.

‘Jay Gatsby: Acho que ndo sou um bom anfitrido, meu velho. (sorrindo) Que coisa,
Gatsby sou eu.5™®

Nick Carraway [Narrador]: O sorriso dele era um daqueles raros sorrisos, do tipo que sé
se V& umas quatro ou cinco vezes na vida. Parecia que ele entendia vocé como ninguém
jamais entenderia. Era reconfortante, ©SP® »#1if Bt
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ANEXO B — DP01 — The Great Gatsby Screenplay

The Great Gatsby

Screenplay by
Baz Luhrmann & Craig Pearce

Based on
The Great Gatsby

By
F. Scott Fitzgerald

A BLACK SCREEN.

The blackness is pierced by a single, pulsing green light...
We drift, as if by boat, across a dark bay toward the light.
Then, we hear a troubled voice.

NICK (V.0.)

In my younger and more vulnerable

years my father gave me some

advice: “always try to see the best

in people,” he would say...

A gentle snow begins to fall, obscuring the light...

NICK (V.0.)

As a consequence, I’'m inclined to
reserve all judgements.

The snow grows heavier.

NICK (V.0))
But even ... have a limit.

DISSOLVE TO:

EXT. SANITARIUM - WINTER - DAY



Continue drifting, through the snow, across an icy lake...
NICK (V.0.)

Back then all of us drank too much.
DISCOVER: A stately Victorian building...

NICK (V.0.)

The more in tune with the times we
were, the more we drank.

CLOSE ON: The sign, “The Perkins Sanitarium.”
NICK (V.0.)

And none of us contributed anything
new.

DISSOLVE TO:

INT. SANITARIUM - DOCTOR’S OFFICE - WINTER - DAY
DISCOVER: A man shrouded in darkness. He leans against an old
fireplace, hand covering his face.

NICK

When | came back from New York |
was disgusted.

REVEAL: NICK CARRAWAY (37), unshaven, morbidly alcoholic.
NICK (CONT’D)

Disgusted... with everyone, and

everything... Only one man was

exempt from my disgust.

REVEAL: A Kkind, elderly DOCTOR.

DOCTOR

One man...? Mr. Carraway?

NICK
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(whispers)
Gatsby...

DOCTOR

Was he a friend of yours?

NICK

He was... the single most hopeful
person | have ever met... And am
ever likely to meet again. There
was something about him...

Nick wanders slowly towards the window, remembering.
NICK (CONT’D)

A sensitivity. He was like one of
those machines that register
earthquakes ten thousand miles

away...

DOCTOR
Where did you meet him?

Nick stops and stares out the window, haunted.

NICK

At a party. In New York.

DISSOLVE TO:

EXT. NEW YORK CITY - DAY

THROUGH THE CLOUDS: New skyscrapers pierce a clear blue sky.
2.

NICK (V.0.)

In the summer of 1922, the tempo of
the city approached hysteria...
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ON WALL STREET: A fever pitch of buying and selling...
NICL (V.0))

Stocks hit record peaks. And Wall

Street boomed, in a steady golden

roar...

IMAGES OF DECADENT NEW YORK FADE IN, ILLUSTRATING NICK’S

Dancing girls, speakeasies, bootleg kings, fat cats counting
fresh fortunes, and the stock market climbing up, up, up...!

NICK (V.0.)

The parties were bigger; the shows

were broader; the buildings were

higher; the morals were looser; and

the ban on alcohol had backfired...

making the liquor cheaper.

FADE IN: A sea of boater hats crowds a Manhattan street.
NICK (V.0))

Wall Street was luring the young
and ambitious.

PUSH TOWARD: One of the hats. Its wearer stops, and gazes up.

NICK (V.0))
And | was one of them.

REVEAL.: A clear-eyed, hopeful, 29 year old Nick Carraway.
DISSOLVE TO:

EXT. LONG ISLAND - WEST EGG - DAY
AERIAL: The city is still visible in the distance...

NICK (V.0.)

| rented a house twenty miles from
the city, on Long Island.



DISCOVER: A unkempt bungalow, hemmed in by enormous mansions.

NICK (V.0O.)
| lived at West Egg...

DISSOLVE TO:
3.

EXT. NICK’S BUNGALOW - DAY
Nick is moving in...

NICK (V.0.)

...In a forgotten grounds-keeper’s
cottage squeezed among the mansions
of the newly rich.

INT. NICK’S BUNGALOW - DAY
Nick is unpacking...

NICK (V.0.)

To get started, | bought a dozen
volumes on credit, banking and
investments--

CLOSE ON: A row of heavy red and gold-bound bonds books. Nick
plucks one up.

NICK (V.0))
All new to me...
And turns on the radio.

RADIO VOICE

The stock market hit another record
high today!

DISSOLVE TO:

INT. PROBITY TRUST BUILDING - NICK’S OFFICE - DAY
Countless identical grey-suited CLERKS, yell into telephones!
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CLERK 1 (INTO PHONE)
It’s like pickin’ up money in the
street!

CLERK 2 (INTO PHONE)
| got a dandy tip on Burlington;
who’s comin with me?!

DISCOVER: Nick, speaking much more moderately.

NICK (INTO PHONE)

Yes sir, of course nothing is one
hundred percent. Well, I wouldn’t
go investing every penny. But...

DISSOLVE TO:
4.

INT. NICK’S BUNGALOW - DAY
Nick, still unpacking, eyes a mountain of unpacked books...

NICK (V.0.)

At Yale, I’d dreamed of being a
writer.

He resists the temptation to swap bonds books for literature.

NICK (V.0))

But | gave all that up.

EXT. NICK’S BUNGALOW - PORCH - DAY

Nick emerges onto the porch, greeted by dazzling sunshine.

NICK (V.0))

With the sun shining and the great
bursts of leaves on the trees, |
planned to spend the summer
studying.

Nick sits and places his bonds book in front of him...

NICK (V.0.)
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And | probably would have--

When woman’s shriek startles him...

NICK’S POV: On the neighboring beach a group of revellers are
frolicking. A scantily girl clad waves and then disappears

into the trees, drawing Nick’s eye to his neighbor’s house...

NICK (V.0.)

Were it not for the riotous
amusements that beckoned from
beyond the walls of that colossal
castle...

Through dense foliage Nick spies the mysterious spires and
towers of the neighboring Gothic folly.

NICK (V.0.)

Owned by a gentleman I had not yet
met, named...

In a high tower window, a curtain flutters ominously...
DISSOLVE TO:
5.

INT. SANITARIUM - DOCTOR’S OFFICE - WINTER - DAY
CLOSE ON: Nick, still staring out the window.

NICK

Gatsby.
The Doctor concludes:
DOCTOR

So... He was your neighbor?
NICK

My neighbor? No, Gatsby was-- Well--
If I think about it... The history

of the summer really began the

night 1 drove over to my cousin
Daisy’s for dinner...



DISSOLVE TO:

EXT. NICK’S BUNGALOW - LATE AFTERNOON
HIGH AND WIDE: Nick’s old Dodge disappears down the drive...

NICK (V.0.)
She lived across the bay...
SWOOP ACROSS THE BAY TOWARDS...

EXT. BUCHANAN MANSION - LATE AFTERNOON
An impressive Georgian mansion overlooks a quarter mile of
lawn that cascades down to a private polo field.

NICK (V.0.)
In old money East Egg.

BRINNNGGG! BRINNNGGG! We hear a phone ringing off-screen.
FOLLOW: A polo player (TOM), as he gallops toward the house.

NICK (V.0.)

Her husband was heir to one of
America’s wealthiest families.

BRINNNGGG! BRINNNGGG!
Tom whacks the polo ball...
NICK (V.0))

His name was Tom Buchanan.

The ball nearly hits one of Tom’s gardeners...
NICK (V.0.)

When we were at Yale together he’d
been a sporting star.

BRINNNGGG! BRINNNGGG!
Tom dismounts and bounds up the stairs to the porch...

NICK (V.0.)
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But now his glory days were behind
him and he contented himself
with... other affairs.

Tom aggressively grabs the telephone from HENRI, the butler,
and turns; revealing an imposing, hard-mouthed man of thirty.

TOM (INTO PHONE)

| thought I told you not to call me
here...!

PULL FOCUS: Tom sees a servant escort Nick along the balcony.
Clunking down the receiver, Tom strides toward Nick and
grasps his hand with overbearing strength.

TOM (CONT’D)
Shakespeare! How’s the great
American novel coming...?

NICK

Oh, I’m selling bonds now Tom...
with Walter Chase’s outfit--

TOM
Never heard of em.

Tom slaps Nick with irritating heartiness!
TOM (CONT’D)

Hey! What say after dinner we go

into town?

NICK

Can’t--
TOM

Catch up with the old wolf pack?

NICK



110

Big day on the new job tomorrow--
7.

TOM

Nonsense! We’re going.

INT. BUCHANAN MANSION - HALL OF CHAMPIONS - LATE AFTERNOON
Tom leads Nick down a grand hall lined with the trophies that
chronicle Tom’s infinite sporting achievements.

TOM

First team, all-American!
Tom admires his own achievements.
TOM (CONT’D)

You see? Made me who | am today.
Tom pulls his favorite trophy from the cabinet--

TOM (CONT’D)

Here-- Forest Hills... | played the
Prince of Wales. What a sissy!
Tom exchanges the trophy for a football.

TOM (CONT’D)
Life’s something you dominate Nick.

He pelts Nick with the ball--

TOM (CONT’D)

If you’re any good.

Nick fumbles as Tom charges him--
TOM (CONT’D)

Ha-ha-ha!

Tom tackles Nick, knocking him back, through a pair of

vaulting doors, and into...

INT. BUCHANAN MANSION - SALON - LATE AFTERNOON
A shimmering, sun-dazzled room in which enormous white
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curtains whip and snap in the breeze...

CLOSE ON: Nick, frozen, awestruck.

We hear the giggle of naughty children...

BOOM!!I As the French doors shut, and the curtains fall, a
beautiful white hand rises from behind the couch, and with
it, a low, thrilling voice...

8.
DAISY (0.S))
Oh Nicky... Is that you my lovely?

Suddenly, 23 year old DAISY BUCHANAN, appears from over the
back of the couch. Her bright eyes and passionate mouth are

framed by a strawberry-blonde bob.

CLOSE ON: Daisy, captivating...

NICK (V.0.)

Daisy Buchanan. The golden girl. A
breathless warmth flowed from her.
A promise that there was no one
else in the world she so wanted to
see...

She whispers dramatically...
DAISY

Do they miss me in Chicago?
NICK

Oh, yes. About a dozen people send
their love.

DAISY

(unimpressed)

How gorgeous.

NICK

They’re absolutely in mourning...
They’re crying...
DAISY



No--

NICK

They’re wailing...

DAISY

No--

NICK

They’re screaming, they’re
shouting...

DAISY

No--

NICK

“Daisy Buchanan, we can’t live
without you!”

9.

DAISY

I'm p-paralyzed with happiness...!

Daisy takes Nick’s hand and squeals with childish glee as she
drags him over the sofa and onto his back on the floor.

He stares up... And, a mysterious, athletic girl glares back.
This is 22 year old, JORDAN BAKER.

DAISY (CONT’D)

Jordan Baker; a very famous golfer.
CLOSE ON: Nick, the blood drains from his face...

NICK (V.0.)

She was the most frightening person
I’d ever seen--

Nick rights himself and extends his hand.
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NICK

I’ve seen your face on the cover of
“Sporting Life”. Nick Carraway...

But Jordan merely yawns and stands (we get a good look).
NICK (V.0.)

But I enjoyed looking at her.

JORDAN

I've been lying on that sofa for as
long as | can remember...

Daisy turns to Nick with scandalous delight.
DAISY

I know! This summer I'll sort of,
fling you and Jordan together...

As Tom prepares drinks at the bar, he glances skittishly at a
white telephone set ostentatiously upon a marble pedestal.

DAISY (CONT’D)

I’1l push you into linen closets,
and out to sea in boats...

JORDAN
I’m not listening to a word!

Irritated, Tom turns to Nick.
TOM

Nick, Daisy tells me you’re over at
West Eqg;

10.
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(MORE)

throwing your lot in with those
social-climbing, primitive New
Money types...?

NICK

Well, my little shack is cardboard
box at eighty a month.

DAISY

Your life is adorable.

Jordan toys with a golf club, and speaks with bored contempt.

JORDAN

I know somebody in West Egg.
NICK

| don't know a single--

Jordan turns dramatically.
JORDAN

Oh, you must know Gatsby.
Daisy, a sharp intake of breath.
DAISY

Gatshy?

CLOSE ON: Daisy, as she struggles to control rising emotion.

DAISY (CONT’D)

What Gatsby...?

Before anyone can reply, Henri announces--
HENRI

Madame, le diner est servil
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As Jordan WHACKS a golf ball into a makeshift cup - a trophy
on the floor - waiters sweep open the doors and the curtains
flutter up again.

DISSOLVE TO:
EXT. BUCHANAN MANSION - TERRACE - NIGHT

Daisy, Nick, Jordan and Tom sit at a long, sumptuously laid
table. Food, wine, laughter, smoking...

DISSOLVING ABSTRACTLY: Through fragments of conversation...

11.

TOM (CONT'D)

DAISY

Would you like to hear a family
secret? Its about the butler’s
nose...

JORDAN

Things went from bad to worse...
DAISY

Nicky... I heard a rumor, that you
were getting married to a girl out
west...

NICK

Its a libel, I’'m too poor.
JORDAN

They have to be old so they die
quickly...

NICK

Can’t we talk about something else?

Anything? Crops? You’re making me
feel uncivilized Daisy--
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This draws a strangely violent interjection from Tom.

TOM

Civilization's going to pieces!
Have you read 'The Rise of the
Colored Empires' by this fellow
Goddard?

NICK

Why no...

Tom stands and begins to pace--
TOM

Everyone ought to read it. The idea
is that its up to us, the dominant
race, to watch out, or these other
races...

Tom straightens the bow-tie on his black servant--
TOM (CONT’D)
Will have control of things.

DAISY

(wickedly)

Tom’s been very profound lately. He
reads deep books with long words in
them

12.
TOM
It’s been proved. Its scientific.

DAISY
(subtly mocking Tom)
We’ve got to beat them down.
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SUDDENLY, BRINNNGGG! The telephone. All freeze. Another ring.
BRINNNGGG!

TOM
Excuse me... I'll be right back.

He goes inside.
An embarrassed moment; suddenly Daisy throws her napkin down.

DAISY
I’m sorry...

She follows Tom into the house.
Nick, at a loss, turns to Jordan.

NICK
Well, this Mr. Gatsby you spoke of
is my neighbor...

JORDAN

Shhhh... Don’t talk. I want to hear
what happens.

A subdued, impassioned murmur is audible in the room beyond.
NICK

Is something happening?
JORDAN

| thought everybody knew.

NICK
I don’t.

JORDAN
Tom's got some woman in New York.

NICK
Got some woman?
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JORDAN

She might have the decency not to
telephone at dinner-time... Don’t
you think?

13.

Almost before Nick has grasped her meaning, the doors bang
open and Tom and Daisy return to the table.

DAISY

(a tense gayety)

| just love seeing you at my table
Nicky. You remind me of a rose, an
absolute rose... Doesn’t he?

NICK
I’m not even faintly like a rose--
TOM

So... After dinner Nick wanted to
go into town. Right Nick? To the
Yale club.

DAISY

Nicky, stay--

NICK

| have to work early.

TOM

Nonsense. Its only for a drink or
two.

Daisy and Tom stare at Nick - both demanding his allegiance.
SUDDENLY'! The telephone rings again: BRINNNGGG! Again, all
freeze. BRINNNGGG!

PUSH IN: On Daisy as the telephone continues to shriek.

NICK (V.0.)



None of us could ignore that fifth
guest’s shrill metallic urgency...

DISSOLVE TO:

EXT. BUCHANAN MANSION - BALUSTRADE - LATER
Servants clear. Jordan and Tom retire to the salon, as Nick
and Daisy stroll down toward the water, and Daisy confides:

DAISY
Oh Nicky...
NICK

What?

14,

DAISY

Its just, well, you see, | think
everything’s terrible anyhow. You
know I’ve been everywhere and seen
everything and done everything, and
I’ve had very bad time Nicky... I'm

pretty cyncical about everything.

Daisy gazes melancholic across the bay; an awkward silence.
Nick tries to change the subject--

NICK

Your daughter; | suppose she talks,
and... eats, and everything?

DAISY
Pammy? Oh yes...

Daisy leans on a stone balustrade and gazes down toward the
dock, where a green light glows in the velvet dusk.

DAISY (CONT’D)

Listen Nick, when she was born, Tom
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was God knows where - with God
knows whom - and | asked the nurse
if it was a boy or a girl. She told

me it was a girl, and | wept. 'All
right," I said, 'I'm glad it's a

girl. And I hope she'll be a fool -
that's the best thing a girl can be

in this world, a beautiful little

fool.’

She breaks off, and looks at Nick with that smile of hers...
DAISY (CONT’D)

All the bright precious things fade
so fast...

And as a sad, sweet underscore plays, WE PUSH out over the
water, and across the bay toward Gatsby’s castle...

DAISY (CONT’D)

And they don’t come back.

EXT. GATSBY’S CASTLE - DOCK - NIGHT

WE DISCOVER: At the end of Gatsby’s dock, A MAN - his dark
silhouette is cut against the paler black of the night sky.

In the distance behind him we see headlights. It is Nick,

pulling up at his bungalow.

15.

EXT. NICK’S BUNGALOW - NIGHT
Nick gets out of his car. He stops. Through the trees, he can
see The Man gazing intently across the bay.

NICK (V.0))

When | arrived home | noticed that
a figure had emerged on my
neighbor’s dock.

Nick goes closer, and watches The Man...

NICK (V.0.)
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And something told me it was... Mr.
Gatsby.
The Man reaches out--

NICK (V.0.)

He seemed to be... reaching toward
something out there in the dark.

A green light on dock pulses in the distant darkness...
DISSOLVE TO:

INT. SANITARIUM - DOCTOR’S OFFICE - WINTER - NIGHT
Nick, troubled...

NICK

The green light.
DOCTOR
Green light?

Nick struggles with a painful memory...
NICK

I don’t want to talk about this
Doctor.

Nick breaks off; and after a VERY LONG SILENCE, he admits:

NICK (CONT’D)
I can’t talk about THIS.

DOCTOR
(delicately)
Then write about it.

16.
NICK

(skeptical)
Write?



DOCTOR

Yes. Write.

NICK

Why would | do that?
DOCTOR

After all, you said that writing
brought you solace, once upon a
time.

NICK

Yeah, well. It didn’t bring anyone
else much solace... [ wasn’t any

good.
The Doctor offers Nick a pen; but Nick does not accept.
DOCTOR

No one need ever read it. You can
always burn it.
NICK

What would | write about?
DOCTOR

Anything. Whatever you can’t quite
talk about; a memory; a thought; a
place... Write it down.

CLOSE ON: Nick considering the challenge...

NICK

(to himself)

A place...

Slowly he takes the pen.

We hear the clatter of metal wheels on train tracks; AS THE

SCREEN FILLS WITH WORDS, we hear them as voice-over.

NICK (V.0.)
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The Valley of Ashes was a grotesque
place...

17.

EXT. THE VALLEY OF ASHES - DAY

HIGH AND WIDE: A vast dumping ground comprised of massive
mounds of smoldering ash; train tracks cut through its heart

and the gleaming towers of the city shimmer in the distance.

NICK (V.0.)

New York’s dumping ground, half way
between West Egg and the city...

IMAGES illustrate the poverty and hopelessness of life here.
NICK (V.0.)

...Where the burnt out coal that
powered the booming, golden city
was discarded by men who moved
dimly and already crumbling through
the powdery air.

A train waits at a drawbridge spanning a small, foul creek.

DISCOVER: Nick, aboard the train, looking out at the awful
wasteland...

NICK (V.0.)

...This fantastic farm was ever-
watched by Dr. T. J. Eckleberg...

NICK’S POV: A gigantic paint peeling billboard reads: “Dr.
T.J. Eckleberg.”

NICK (V.0.)
...A forgotten oculist whose eyes

brooded over it all like the eyes
of God.
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INT. TRAIN - DAY

Tom, flushed with booze and heat, glances covertly around the
halted carriage. Nick sits opposite.

NICK (V.0.)

Tom had invited me to town, on the
pretense of a lunch at the Yale
Club....

As the carriage moves, Tom suddenly pulls Nick to his feet.
NICK (V.0.)

But the day took an unexpected
turn...

Tom drags Nick from the moving train.
18.

TOM
Come on--!

EXT. THE VALLEY OF ASHES - DAY
As the train pulls off, Nick, exasperates, chases Tom.

NICK (O.S.)

What are we doing?
TOM

Trust me!

NICK

Wait a second would you!?

TOM
(calls back)
Dominate Nick! Dominate!

PAN DOWN TO DISCOVER: Tom and Nick outside a small garage.
A sign reads: “GEORGE B. WILSON. Cars Bought and Sold.”

INT. WILSON’S GARAGE - CONTINUOUS

As Tom and Nick enter the dim garage, WILSON, a nervous,
spiritless man, appears from the back office.



TOM
Hello Wilson! How's business?

WILSON

(unconvincing)

| can't complain. When are you
going to sell me that car?

TOM

I've got my man working on it.
WILSON

Works pretty slow, don't he?
TOM

(coldly)

Maybe I'd better sell it somewhere
else?

WILSON

| don't mean that, I just...

19.

Wilson’s grovelling is terminated by the sound of chunky red
heels corkscrewing down stairs from above. All turn to see:

MYRTLE WILSON. Buxom. Smoldering. Elementally sensual.

MYRTLE

If its business you’re talking, you
should be talking to me...

(to her husband)

Get some chairs why don't you; so
somebody can sit down...

Myrtle smiles slowly and, walking through her husband as if
he were a ghost, shakes hands with Tom.
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MYRTLE (CONT’D)
(without turning)
Hurry up!

WILSON

Oh, sure... Sure...
Wilson hurries out back.
TOM

Mrs. Wilson... Nick Carraway.

MYRTLE

A pleasure...

TOM

Nick’s a writer...

Myrtle is completely uninterested.

NICK
(feeble)
I’m in bonds, actually...

TOM

(intently to Myrtle)

Get on the next train.

MYRTLE

(playing hard to get)

Now...? Are we gettin’ that dog?

TOM

Whatever you want. And you can call
up your sister...

(glancing to Nick)

She’ll like him...

NICK

Oh no, that’s alright, I’'m busy...

20.

MYRTLE

Catherine’s said to be very good
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looking, by people who oughta know.

NICK

Really I can’t...

TOM

(whispers to Nick)

Do you want to embarrass Myrtle...?
That’s rude.

CUT TO:

INT. MYRTLE’S APARTMENT - DAY

The muffled sounds of sex...

CLOSE ON: A puppy mouthing a soggy dog biscuit that dissolves
into a saucer of milk.

Nick, horrified, perches on a couch in a small room stuffed

with tacky, pretentious objects; obviously bought by Tom.

Nick springs to his feet and yanks open the front door, only

to be startled by a slender, louche girl in her twenties,

with a sticky bob of red hair. This is CATHERINE.

She sweeps into the room, pivots, and extends her hand.

CATHERINE

I’'m Catherine; ain’t we havin’ a
party?

NICK

Oh, I’m... I’'m not sure now’s a
good time-- | was just going--

But Nick’s exit is blocked.
MRS. MCKEE

Hello...!

MRS. MCKEE, a shrill woman in her 30s, enters with MR. MCKEE -
a feminine man with a bit of shaving cream on his cheek.

MR. MCKEE
(extending his hand)
Chester McKee, pleasure to meet
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you.

NICK
Nick Carraway.

21.

MRS. MCKEE
Where’re the kids?

Nick is still trying to leave, but Catherine corners him...
CATHERINE

What’s the matter? Don’t ya like
me?

SUDDENLY'! The bedroom door whooshes open and Myrtle appears
wearing an astounding, red jersey sheath dress.

MRS. MCKEE

Myrtle Turtle...! Oh, that dress is
adorable!

MYRTLE

(with impressive hauteur)

It's just a crazy old thing. I slip

it on when | don't care what | look
like!

Tom appears behind Myrtle, arrogantly buttoning his shirt.
TOM

Get some ice Myrtle, before
everyone goes to sleep.

Myrtle sweeps into the kitchen; Tom opens the liquor cabinet.
NICK

(making for the door)
Tom, I really should be going...
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TOM

(grabbing Nick’s arm)
Nonsense...

NICK

Tom; I don’t think-- Daisy’s my--
Tom pulls Nick back toward the party.

TOM

Listen Nick, you like to watch; I
remember that from college. And
that’s OK, I make no judgment; but
we’ve got a whole summer - do you
want to sit on the sideline and
watch, or do you want to play ball?

CATHERINE
Yeah. Ain’t we good enough for ya?
22.

Catherine winks, pushes Nick into his chair, and fearlessly
lands herself in his lap.

CATHERINE (CONT’D)
Take off yer hat and stay awhile...

TOM

Hey Nick! McKee’s in the artistic
game.

MCKEE
Photography.
TOM

Nick’s artistic.
NICK

No...



MCKEE

Really?

NICK

Ah, no, well, | write a little...

Tom clunks the gramophone needle onto a record and Catherine
raises her voice above the music.
CATHERINE

Do you live on Long Island, too?
NICK

I live at West Egg.

CATHERINE

Really? | was there at a party

about a month ago. At a man named
Gatsby's. Do you know him?

NICK

I live right next door to him...
CATHERINE

He's a cousin of Kaiser Wilhelm's.
You know, the evil German king...
CUT TO: Tom raising Myrtle’s skirt suggestively.
TOM

Hey McKee, take a picture of that!
MYRTLE

(girlish glee)

Oh, don’t!

23.

(MORE)
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I’m not one of those models...! But
you can if you want...

Catherine leans close and whispers in Nick’s ear.
CATHERINE

Neither of them can stand who

they're married to.

NICK

Doesn’t she like Wilson either?

MYRTLE

(overhears)

...He’s a greasy little scumbag!

Tom grins arrogantly and offers a drink to Catherine.

CATHERINE

No thanks; | feel just as good on
nothing at all...

With a suggestive glimpse of tongue, Catherine pops a pill...

CATHERINE (CONT’D)
Nerve pills, I get them from a
doctor in Queens. You want one?

NICK

My nerves are fine thanks...

Catherine smiles mischievously, puts a pill on her tongue and

suddenly kisses Nick... He splutters, but Catherine tips the
scotch to his mouth, washing the pill down.

NICK (V.0.)

| had been drunk just twice in my
life and the second time was that
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afternoon...

DISSOLVE TO: Blurry freakish images of time passing... The
whiskey is in demand by all; Catherine dances a solo. The
music is sexy, dirty, deafening. The images become wilder,
nauseatingly violent...

As Catherine undresses Nick...

NICK (V.0.)

That night, in the hidden flat that
Tom kept for Myrtle, we were buoyed
by a sort of chemical madness, a
willingness of the heart that burst
thunderously upon us all... And
suddenly, I began to like New York.

24,
MYRTLE (CONT'D)

As the puppy sits on the table groaning faintly through the
smoke, Myrtle suddenly springs to her feet!

MYRTLE

...I've got to get a massage, and a
wave, and a collar for the dog, and
one of those cute little ash-trays
where you touch a spring, and a
wreath with a black silk bow for
mother's grave!

Pivoting through the smoky air, Myrtle begins to strip...
MYRTLE (CONT’D)

My dear I'm giving you this dress!

Myrtle strips as Mrs. McKee greedily lunges for the dress.

MRS. MCKEE
Adorable! Adorable!



SUDDEN CUT: Nick, very drunk, finds himself at the bathroom
window, observing the infinite life of the city...

NICK (V.0.)

High over the city our yellow
windows must have contributed their
share of human secrets to the
casual watcher in the street...

INT. SANITARIUM - NICK’S ROOM - WINTER - NIGHT
Nick, now alone, pen in hand, writes furiously.

NICK (V.0.)

...and | was him too, looking up
and wondering...

EXT. THE STREET BELOW MYRTLE’S APARTMENT - NIGHT
Nick, simultaneously in the street below, can see himself
upstairs looking out from Myrtle’s window.

NICK (V.0))

| was within and without; enchanted

and repelled by the inexhaustible

variety of life...

POETIC VISUAL.: The Manhattan skyline - millions of lighted
windows frame silhouettes of this inexhaustible humanity...

25.

INT. MYRTLE’S APARTMENT - NIGHT
SUDDENLY WE HEAR Tom violently yelling!

TOM

You’ve got no right to speak her
name!

Tom and Myrtle emerge from the bedroom half-dressed...

MYRTLE
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Daisy! Daisy! Daisy! I'll speak it
whenever | want! Daisy! Dai--

SUDDENLY'! A short, sharp movement, Tom breaks Myrtle’s nose!

CLOSE ON: Nick. AS MYRTLE SCREAMS, BLOOD FLIES ACROSS THE
ROOM IN ABSTRACT SLOW MOTION!

PULL OUT: Through the window; this drama becomes merely one

more of the countless many that play out in this vast city...

DISSOLVE TO:

INT. SANITARIUM - DOCTOR’S OFFICE - WINTER - DAY
Nick’s been reading to the Doctor. He sits on the couch, many
hand-written pages on his lap. He admits...

NICK

I have no clue how I got home.

EXT. NICK’S BUNGALOW - PORCH - MORNING

Nick is still asleep. Harsh morning light.

CLOSE ON: His eyelids slowly flutter awake.

He realizes he’s been sleeping on the porch in his underwear.

NICK (V.0.)

But I do know that | awoke with a
distinctly uneasy feeling...

His pants lie next to him, his shirt is on the railing, his
jacket is in a tree, and his car is parked in the bushes...
A sudden feeling of disquiet makes Nick look up...

NICK (V.0))
....that Gatsby was watching me.
26.

INT. SANITARIUM - DOCTOR’S OFFICE - WINTER - DAY
The Doctor leans forward.

DOCTOR

(slightly incredulous)

Watching you...?
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NICK

Yes. He was watching me. In fact, |
know now that Gatsby was always
watching me...

DOCTOR

And how do you know that?
NICK

Because | got an invitation... |
was the only one.

FADE IN IMAGE: An immaculate CHAUFFEUR, in uniform of robin’s
egg blue, stands on Nick’s doorstep, holding a silver tray on

which rests an invitation...

NICK(CONT’D)

No one, except me, every received
an actual invitation to Gatsby’s...

The words written on the invitation PUSH FORWARD: “Dear Mr.
Carraway, the honor would be entirely mine, if you would
attend my little party...”

DISSOLVE TO:

EXT. GATSBY’S CASTLE - TWILIGHT
A line of limousines stretches from the lights of Manhattan
towards Gatsby’s gates.

NICK (V.0.)

You see, the rest of New York
simply came, uninvited...

As an open-topped Rolls Royce motors through Gatsby’s gates,
a roadster packed with rowdy revellers, swerves onto the

verge and roars cheekily by...

NICK (V.0.)

The whole city packed into

automobiles and all weekend, every



weekend, ended up at Gatsby’s...
217.

CRANE HIGH AND WIDE: Gatsby’s magnificent castle. [lluminated
fountains line a driveway packed with limousines; crowds of
glamorous people stream up the broad marble stairs.

EXT. GATSBY’S CASTLE - PORTICO - TWILIGHT

Dressed in white flannels, Nick offers his invitation to a

doorman who shrugs.

NICK (V.0.)

And | mean everyone: from every
walk of life, from every corner of
New York City, this kaleidoscopic
carnival spilled through Gatsby’s
door...

A gaggle of gorgeous, but obviously low-class girls,

carelessly sweep Nick through the portico and into...

INT. GATSBY’S CASTLE - HALL OF MASTERS - CONTINUOUS
A bizarre mix of characters surge toward light at the end of

this dark, vaulting, vomitorium-like passageway. BANG! Doors
burst open; the dazzling spectacle of the Grand Ballroom...!

INT. GATSBY’S CASTLE - GRAND BALLROOM - TWILIGHT
Champagne fountains vault to the ceiling. At the base of the
fountains waiters scoop finger-bowl sized glasses onto trays.

Nick, almost unable to believe his eyes, takes in the

impossible variety of guests at Gatsby’s...

NICK (V.0)
A caravansary of...

IMAGES OF THE VARIOUS CHARACTERS illustrate his voice-over...

NICK (V.0.)

Billionaire play-boy publishers,

and their blond nurses... Heiresses
comparing inheritances on Gatsby’s
beach... My boss, Walter Chase,
losing money at the roulette
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tables... Gossip columnists...
Alongside gangsters and governors
exchanging telephone numbers...
Silent film stars... Broadway
directors... Morality protectors...
Casino collectors...

28.
(MORE)
Underage hecklers... And Ewing

Klipspringer, dubious descendent of
Beethoven!

Overwhelmed, and out-of-place, Nick approaches the bar...

NICK

(to the bartender)

Do you know where | might find the
host, Mr. Gatsby?

He brandishes his invitation.

NICK (CONT’D)

I live just next door...
BARTENDER

Mr. Gatsby? I’ve never seen him
sir. Why, no one has...

The bartender automatically hands Nick a martini.
NICK (V.0))

Alone, and a little embarrassed, |
decided to get... roaring drunk.

He downs the martini in one gulp, steps over an even drunker

guest, who collapses at his feet, and makes his way out to:
EXT. GATSBY’S CASTLE - TERRACE - TWILIGHT
Nick gazes out over the impossibly decadent party...

NICK
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Wow.
As, unbeknownst to him, a mysterious, masked guest stalks
toward him from behind...

VOICE

| thought I might see you here...
Startled, Nick turns to find... Jordan Baker.

NICK

Hello.

JORDAN

| remembered you lived next door...
NICK

Its like... an amusement park.

29.

NICK (V.0.) (CONT'D)

JORDAN

Shall we?

Jordan seductively leads Nick down the terrace steps...
NICK

Did you get an invitation?
JORDAN

People aren’t invited to Gatsby’s.
NICK

Well | was... | seem to be the only
one. Who is this Gatsby?
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A haughty East Egger, TEDDY, interjects...

TEDDY

He was a German spy during the war.
JORDAN

Teddy Barton. Nick Carraway.

NICK

(to Teddy)
A German spy...?

Teddy’s annoying East Egger friend, NELSON, chimes in...

NELSON

No, no, no, no. He’s the Kaiser’s
assassin.

And the third of the East Egger trio, LANGUID GIRL, adds...

LANGUID GIRL

| heard he killed a man once.
NELSON

Its true!

LANUID GIRL

You look at him sometimes when he
thinks no one’s watching... I’ll

bet he killed a man.

TEDDY

Kills for fun! Free of charge.

NELSON
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Well he’s already richer than God.
Nick turns to Jordan; an alarmed whisper.

30.
NICK

You don’t believe he killed a man
do you...?

JORDAN

(wickedly)

Let’s go find him, and you can ask
him yourself...

As the dance-floor erupts, and world-famous dancer Gilda Grey

is announced, Jordan leads Nick off...

INT. GATSBY’S CASTLE - GRAND BALLROOM - EVENING
MUSIC FEVERISHLY BUILDS! As Nick and Jordan bound up a
winding staircase, Jordan teases seductively...

JORDAN

Oh, Mr. Gatshy...!

(to Nick)

Shall I lead you into his clutches?

INT. GATSBY'S CASTLE - LIBRARY - EVENING
BANG! Nick and Jordan explode into a dark room. A stout,
middle-aged man wheels to them with unsettling intensity.

OWL EYES
You won’t find him...!

He plucks two finger-bowl sized cocktails from a row lined up
on the table and hands them to Nick and Jordan.

OWL EYES (CONT’D)

This house and everything in it,
are all part of an elaborate
disguise. But Mr. Gatsby doesn’t
exist.

JORDAN
Phooey; I’ve met him!
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OWL EYES

Which one; the Prince, the Spy, the
Murderer? I’ve been wandering his
halls drunk for about a week now -
but no matter where I look, I can’t
find anyone who knows anything real
about Mr. Gatshy.

31.

JORDAN

(blithely dismissive)

Well I don’t care; he gives large
parties - and I like large parties,
they’re so intimate; at small
parties there isn't any privacy.

NICK

(slowly to Owl Eyes)

But if that’s true; what’s all this
for...?

OWL EYES

That, my dear fellow, is the
question...

Owl Eyes looks to the window; and Nick and Jordan follow his
gaze to... Gatsby’s garden, where, as the band hits fever

pitch, and twilight becomes night... THE PARTY HAS BEGUN!!!!
EXT. GATSBY’S CASTLE - POOL - NIGHT

As the music nears its final crescendo, the evening’s many
fantastical characters dance uproariously around the pool!!!

On an elaborate flotilla in the center of it all Jordan and

Nick are kicking a wild Charleston. The number finally peaks!

NICK
I didn’t expect all this...

JORDAN
(coy)
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What did you expect?
NICK

I don’t know...
JORDAN
Disappointed?

NICK

Not in the slightest...

Jordan and Nick look as if they might just kiss...
TEDDY

(to Nick)

Penny-less pantywaist!

Teddy leers between them and pulls Jordan away...

32.

TEDDY (CONT’D)
I’m stealing her away Carraway!

Over wild applause, the ORCHESTRA LEADER announces...

ORCHESTRA LEADER

Ladies and gentlemen, please make

your way to the grand terrazzo; for

the premiere of Mr. Vladimir

Tostoff's “A Jazz History of the

World”, and accompanying fireworks!

Nick follow Jordan, but Teddy cuts him off--

TEDDY

Look around you! Rich girls don’t
marry poor boys--

On cue, a drinks tray floats into frame. There is a flurry of
movement... Teddy rudely snatches a couple of martinis...
Nick, disoriented and empty-handed, begins up the stairs, and
as he does so, hears the voice of the man holding the tray...
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MAN

Your face is familiar. Weren't you
in the Third Division during the
war?

NICK

Yes; The Ninth Battalion.

CUT TO: THE MAN. He is tanned and handsome; just past thirty.
MAN

| was in the Seventh. | knew I'd
seen you somewhere before... Having
a good time, old sport?

NICK

(very tipsy)

The whole thing’s incredible - |
live next door...

(brandishing his now

crumpled invitation)

He even sent me an invitation, but
I still haven’t met Mr. Gatsby, no
one’s met him; they say he’s third
cousin to the Kaiser and second
cousin to the devil!

At the landing, half way up the steps, the man takes a drink
from a waiter’s tray and hands it to Nick...

33.

MAN

I’'m afraid I’'m not a very good
host, old sport... I’'m Gatsby.

CLOSE ON: Nick - his face drops.

NICK
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(muttering apologies)
Oh.. I’'m very sorry-- I... I’ve had
so much to drink...

The delirious opening chords of Tostoff’s “History” coincide
with a gorgeous explosion of fireworks in the night sky!

GATSBY
(apologetically)
I thought you knew, old sport.

Gatsby smiles a dazzling smile; sound fades to a serene hum.
NICK (V.0.)

His smile was one of those rare
smiles that you may come across
four or five times in life. It
seemed to understand you and
believe in you just as you would
like to be understood and believed
in.

All at once the bubble bursts, a silver-haired, fifty-ish man
in an immaculate tail-suit, (HERZOG) leans into Gatsby.

HERZOG

Excuse me sir; Chicago on the wire.

Gatsby nods, but before he departs he smiles at Nick.
GATSBY

I’m trying out my new hydroplane in

the morning. Want to go with me,

old sport?

Nick shakes himself from his reverie.

NICK

What time?
GATSBY
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Any time that suits you.
Gatsby turns, and catches for the first time, Jordan.

GATSBY (CONT’D)
Lovely to see you Miss Baker.

34.

He kisses her lightly on the hand.
GATSBY (CONT’D)

(to Nick)

If you need anything, just ask for
it, old sport. I will rejoin you
later... Excuse me.

As Nick watches Gatsby walk away, he whispers with amazement.
NICK

| expected him to be...
JORDAN

Old and fat?

NICK

Well, yes; young men don’t just
drift coolly out of nowhere and buy
a palace on Long Island.

JORDAN

He told me once he was an Oxford
man. However, | don't believe it...

NICK
Why not?

JORDAN
I don’t know... I just don’t

believe he went there...
Jordan is interrupted by a voice.



HERZOG
| beg your pardon...

She and Nick jump to find Herzog suddenly beside them.
HERZOG (CONT’D)

Miss Baker; Mr. Gatsby would like
to speak to you... Alone.

JORDAN
(surprised)
Me?

HERZOG
Yes, madame.

As Vladimir Tostoff’s erotic, ominous chords build, Jordan
crosses the now empty dance floor toward the silhouette of
Gatsby in the library window...

35.
Nick, unsettled, watches her go...
DISSOLVE TO:

INT. GATSBY’S CASTLE - MAPROOM - LATER
Alarmingly drunk girls sprawl at the feet of the grand piano.
Klipspringer plays, a weeping woman attempts to slur along,
and as a dejected Nick passes them toward the front stairs,
the library door opens, and Jordan emerges alone...

Seeing Nick, she rushes to him...

JORDAN

Nick! Nick! I've just heard the
most shocking thing; it all makes
sense...

Teddy and the other East Eggers accost Jordan.

TEDDY
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Where have you been!? The car’s
waiting!

Jordan is dragged out the door... Nick, on tenterhooks
follows, as Jordan calls back...
JORDAN

Simply amazing! It all makes sense.
It all makes sense...

EXT. GATSBY’S CASTLE - NIGHT

The night has devolved into drunken mayhem as cars jam the
driveway and intoxicated guests search for their vehicles.
Nick chases Jordan down the marble stairs.

NICK
What makes sense...?
JORDAN

Everything... But here | am
tantalizing you...

The East Eggers and Jordan pile into their limousine. Jordan,
a mysterious smile as she leans out the window.

JORDAN (CONT’D)
And I swore I wouldn’t tell.

36.

NICK
But...
JORDAN

Nick. I’'m sorry, I swore I wouldn’t
tell.

The car takes off and Nick is left staring; mystified...
A voice startles him.
GATSBY
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Sorry to keep her from you, old
sport. Don't forget; we're going up
in the hydroplane tomorrow morning.

Herzog appears behind Gatsby.
HERZOG

Philadelphia on the phone, sir.

Gatsby nods, then smiles that intoxicating smile.

GATSBY

Good night, old sport...

NICK

Good night. Thank you.

Gatsby nods warmly, and turns inside.

As Nick walks away he is confronted by a bizarre scene: a big
crowd gathers around a COUPE, resting on its side in a ditch.
SUDDENLY'! Owl Eyes pops from the wreck. He leers drunkenly...
OWL EYES

Whazza matter!? We run outta gas!?

The beep of a horn catches Nick’s attention. Jordan, leaning
out of the window of her car as it sweeps away, calls to him.

JORDAN

Come and see me... We’ll have tea!
I’m in the phone-book!

Nick waves, smiles, and cuts across the lawn.
CLOSE ON: Nick. As he reaches the stone-pass separating his
yard from Gatsby’s, he stops; a familiar feeling...

37.

INT. GATSBY’S CASTLE - TOWER - CONTINUOUS
High up in the window, the shadowy figure of Gatsby stands,



phone pressed to his ear, watching Nick. After a moment, he
raises his hand in formal farewell.
NICK (V.0)

We rode in the hydroplane... And |

attended two more of his parties,

even made use of his beach. But |

soon realized that I knew

absolutely nothing about Gatsby at

all, until...

INT. NICK’S BUNGALOW - MORNING
Nick is eating breakfast, studying bonds, when his glass of
orange juice begins to rattle and shake.

Puzzled, Nick hurries to the window...

EXT. NICK’S BUNGALOW - CONTINUOUS

Gatsby’s yellow Duesenberg hurtles up Nick’s drive and skids

to a stop.
Nick emerges to his porch.
Gatsby leaps out!

GATSBY

Its pretty isn’t it, old sport...?
Haven’t you seen it before? Its all
a custom job. Supercharged engine.
Get dressed... We’re having lunch!

SLAM CUT TO:

I/E. GATSBY’S CAR - LONG ISLAND COUNTRYSIDE - DAY

The Duesenberg whips and winds along a tree-lined road...
Gatsby, beyond nervous, drives with reckless intensity.

GATSBY

Ah... well... Ah... Look here, old
sport... What's your opinion of me,
anyhow?

NICK
My... opinion?

38.
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GATSBY
Yes, yes, your opinion!

Gatsby yanks the wheel; Nick hangs on for dear life!
GATSBY (CONT’D)

| don't want you to get the wrong
impression from all those bizarre
accusations you must be hearing. A
pack of lies I assure you. You’ve
heard the stories...?

NICK

Well--
GATSBY

I’11 tell you God’s truth. God’s

truth about myself!

(raises right hand)

| am the son of some very wealthy
people from the Middle-West; sadly,
all dead now... | was brought up in
America, but educated at Oxford,;
because all my ancestors have been
educated there for many years. You
see, it’s a... a family tradition.

As Gatsby’s speech continues at breakneck speed... Nick’s
V.0. fades up.

NICK (V.0.)

The way he spoke... No wonder
people thought he was lying...

GATSBY
After that I lived like a young

Prince in all the capitals of
Europe!
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NICK
Europe?

Barrelling around a blind turn, Gatsby wrenches at the wheel
and maniacally overtakes a truck laden with farmhands...

GATSBY

Yes, Europe! Paris; Venice; Rome;
Vienna, Zurich, Helsinki...
Collecting jewels, chiefly rubies,
hunting big game, painting, a

little, things for myself mostly,

and trying to forget something very
sad that happened to me long ago...

39.

PAN UP: The Duesenberg rockets forth; in the far distance the
lush green countryside cedes to the lifeless Valley of Ashes.
DISSOLVE TO:

I/E. GATSBY’S CAR/THE VALLEY OF ASHES - DAY
Gatsby hasn’t stopped for breath...

GATSBY

Then came the war, old sport...
NICK (V.0.)

Just when I thought it couldn’t be

any more fantastical...
GATSBY

It was a great relief and I tried
very hard to die, but | seemed to
bear an enchanted life...

NICK (V.0.)

He became a war hero, single-
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handedly defeating the German army!
CLOSE ON: Gatshy. He speaks with sudden, subdued emotion.
GATSBY

In the Argonne Forest | took my
machine gun detachment so far
forward... We were outnumbered five
to one. There was a half mile gap

on either side of us where the
infantry couldn’t advance. We

stayed there two days and two

nights, 130 men with only 16 Lewis
guns...

Something catches Nick’s eye...
NICK’S POV: Myrtle Wilson pumps gas outside Wilson’s Garage.

GATSBY (CONT’D)

...When the infantry came up at

last they found the insignia of 3
German divisions among the piles of
the dead.

SCREEECHHH!!! Gatsby slams to halt at the train crossing!
40.

GATSBY (CONT’D)

| was promoted to Major and every
Allied government gave me a
decoration; even Montenegro! Little
Montenegro down on the Adriatic
Sea.

SLAM! A medal is suddenly in Nick’s lap.
GATSBY (CONT’D)

Here! That’s the one from

Montenegro.

It looks authentic.



GATSBY (CONT’D)

Turn it.

NICK

(reads)

Major Jay Gatsbhy. For Valor
Extraordinary.

GATSBY

That’s right.

SLAP! A photograph joins the medal.

GATSBY (CONT’D)

Here’s another thing that I always
carry. A souvenir of my Oxford
days; the man on my left is now the
Earl of Doncaster.

CLOSE ON: The photograph. Young men in blazers loaf in front
of Oxford College. Gatsby stands with a cricket bat in hand.

NICK (V.0.)

What could I say...? The photograph
was undoubtedly authentic. Could it
all be true?

DING! The gate lifts. And as Gatsby peels out, towards New

York, he continues...
GATSBY (0.S))

But don’t take my word for it. At
lunch, I’'m going to introduce you
to one of New York’s most
distinguished businessmen; my
friend, Mr. Meyer Wolfsheim, who
will confirm all I’ve told you, and
vouch for my good character...

41.

I/E. GATSBY’S CAR - ASTORIA - DAY
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Gatsby weaves between the pylons of the elevated highway.

NICK

I’m sure that’s not necessary...

Gatsby wheels to Nick, smiling with charming intensity.
GATSBY

Oh but it is though...! You see, |
thought you ought to know something
about my life. I... I don’t want

you to think I’m just some... some
nobody. You see, old sport, I'm
going to make a very big request of
you today.

NICK

A big request?

GATSBY

Yes. Yes... Miss Baker will explain
everything when you take her to tea
this afternoon.

NICK

(caught off guard)

Jordan...? What’s she got to do
with it?

GATSBY

Oh, I assure you it’s nothing
underhand. Miss Baker’s an honest
sportswoman; she’d never do

anything that wasn’t alright...

RRINIRRRAA! A shrieking police siren! Before Gatsby can
continue, a MOTORCYCLE COP pulls alongside.

COP

Pull over!!! Pull over to the curb!
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GATSBY
(calmly)
All right, old sport! Alright.

Without slowing, Gatsby takes a card from his pocket...

COP

(embarrassed)

Right you are... Know you next
time, Mr. Gatsby. Excuse me!

42.

The cop peels off; and the Duesenberg, carrying an absolutely
mystified Nick, rockets towards the Queensboro Bridge!

NICK

One of your old Oxford pals?
GATSBY

Well... actually, | was able to do
the Commissioner a favor once; he
sends a Christmas card every year.

(adds proudly)
I imagine he’ll be at lunch too...

NICK

By the time we reached the bridge |
was impossibly confused...

Nick turns to see: A Rolls Royce in which two stylish AFRICAN
AMERICAN MEN and a WOMAN haughtily quaff champagne. They are

driven by a WHITE CHAUFFEUR.
An orchestral melody surges...
NICK (V.0))

I didn’t know what to think... But

the city seen from the Queensboro
Bridge is always the city seen for

the first time, in its first wild
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promise of all the mystery and the
beauty in the world. Anything can
happen now that we've slid over
this bridge, | thought; anything at
all...

As the orchestra builds, Gatsby’s car shoots into Manhattan,
through Times Square and beneath the famous advertisement of
the man in the Arrow shirt. We follow, sweeping high over
skyscrapers. The Duesenberg pulls up on the street below...

SUDDENLY THE CAMERA PLUMMETS with startling velocity...

NICK (V.0.)
Even Gatsby could happen...

BAAAAM! A fat beat kicks as we explode through a grate, into:
INT. THE ANGRY DIAMOND SPEAKEASY - DAY

The sweaty grind of music shakes the air. On stage a pianist,
THE PROFESSOR, bangs out a sizzling tune!

PULL THROUGH A DOUBLE-GLASS MIRROR INTO:

43.

INT. DICK DIVER’S CUTS BARBERSHOP - CONTINUOUS
DISCOVER: Nick and Gatsby entering the cramped shop...

In the center of the room a tall, distinguished, grey-bearded

man in an exquisitely cut suit, and with gold rings on every
finger, is having a beard trim. This, is MEYER WOLFSHEIM.

WOLFSHEIM
Ah my boy...!

They embrace.

GATSBY

Meyer, Meyer...
WOLFSHEIM
You smell so good.
GATSBY

Mr. Carraway; my friend, Mr.
Wolfsheim.
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Gatsby guides Nick and Wolfsheim toward the back of the shop.
WOLFSHEIM

A wonderful pleasure, Mr. Carraway.
I know all about you.
NICK

Really?
WOLD

Of course! Mr. Gatshy is always
talking about you.

Gatsby raps a coded knock on a hidden door at the back of the
shop. The door slides open, the rumble of music pours out...

WOLFSHEIM

(sinister)

Come, join us for a little lunch...

INT. THE ANGRY DIAMOND SPEAKEASY - CONTINUOUS
Gatsby ushers Wolfsheim and Nick down narrow creaking stairs,
through the crowd and into the smoke-filled speakeasy...

ECU: Nick, taking in his NEW, SEEDY surroundings.

44,

WOLFSHEIM

(whispers to Gatsby)

Tell Walter Chase; “he shuts his
mouth or he doesn’t get a penny...”

GATSBY

We’ll talk about that later...
The HEAD WAITER appears.
HEAD WAITER

Highballs, Mr. Gatsby?

GATSBY
Yes, highballs it is.
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(points to Nick)
You take good care of my friend
here!

A portly man of obvious stature, surrounded by scantily clad
flappers, yells from a corner booth.
COMMISSIONER

Hey Jay...! You’re under arrest!!!

Gatsby smiles and tips his hat.
GATSBY

You be careful now. You’re turning
into a real Jazz-Hound
Commissioner.

(to Nick)

See, that’s the Commissioner back
there.

Gatsby, the king here, greets patrons high and low...
He sees SENATOR GULICK at the craps table.
GATSBY (CONT’D)

You be careful at those tables now
Senator!

SENATOR GULICK

Of course! I’ll put a bet on for
you Jay!

Waiters clear a front row table - best seat in the house -
Gatsby helps Wolfsheim to his. Wolfsheim eyes the girls on
the stage.

Gatsby flashes Nick a charming smile.

45.

GATSBY

Shall we order?

(to the waiter)

Lobster tails all round.



(to Nick)

They decorate it with truffle
slices and fine herbs. Very
artistic.

Wolfsheim glances to Gatsby, and then turns again to Nick...
WOLFSHEIM

So... How is the bond business Mr.
Carraway?

NICK

It’s fine, thank you.
WOLFSHEIM

I understand you’re looking for a
business gonnegtion--

GATSBY

No, no. This isn't the man. This is
the friend I told you about.

WOLFSHEIM

Oh! Beg your pardon, | had a wrong
man.

Woldsheim pats Nick on the back, unsettling him further...

Gatsby, a quick glance to his watch and Wolfsheim, jumps up.

GATSBY

Now, if you’ll excuse me. I have to
make THAT call.

(gesturing to Nick)

Meyer, do you mind?

Gatsby leaving Nick and Wolfsheim alone.
WOLFSHEIM

Gatsby! What a gentleman! From one
of the finest families in the
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Midwest... Sadly all dead now. Let
me tell you, when | made the
pleasure of Mr. Gatsby’s
acquaintance just after the war, |
knew I had discovered a man of fine
breeding. A war hero! Such...
medals. And, an Oggsford man.
Oggsford College in England. You
know Oggsford?

46.

NICK
I've heard of it...
WOLFSHEIM

Then you would know that a man like
that can be trusted. With a friend,
with someone like you, he would
never so much as look at your

wife...

NICK
I’m not... married.
WOLFSHEIM

But you work on Wall Street, right?

NICK
(totally confused)
Yes...

Nick studies Wolfsheim, noticing an oddity about his outfit.

WOLFSHEIM
Looking at my tiepin?

CLOSE ON: The pin.
WOLFSHEIM (CONT’D)

Finest specimen of human molars...
Before Nick can recover, Gatsby suddenly returns.
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GATSBY
Gentlemen. Everything alright...?
NICK

Oh, yes... We were just talking
about other people’s wives...

GATSBY
(taking his seat)
Other people’s wives? Ah... I see.

Gatsby looks to Wolfsheim.

GATSBY (CONT’D)
Other people’s wives... Meyer?

Wolfsheim nods, smiles, and checks out the dancing girls...
WOLFSHEIM

Well, my work here is done. I’ll
leave you gentlemen to talk about
your sports and your women...

47.
Wolfsheim follows his favorite dancer off...
GATSBY

You’ll have to excuse him... In his
old age, he’s prone to “digress...”
He’s a regular around here; a real
denizen of Broadway...

NICK

Who is he anyhow?
GATSBY

Meyer? He’s a gambler.

Over Nick and Gatsby’s shoulders is Wolfsheim, mingling with
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the ladies; but occasionally glancing in their direction...

NICK
An actor?

GATSBY

Meyer? No. He’s the man who fixed
the 1919 World Series.

NICK
Fixed it?

GATSBY

Fixed it.
NICK

How did he manage that?
GATSBY

He just... saw the opportunity, |
suppose. He’s a very smart man.
(tries to change subject)

Now, old sport, about Miss Baker,
and that request we spoke of...

Before Gatsby can go on, Tom Buchanan looms over the table.

TOM

Hey Nick! Nick! Where’ve you been!?
Daisy’s furious you haven’t called

up.

Nick and Gatsby stand.
NICK

This is Mr. Gatsby, Mr. Buchanan.

CLOSE ON: Gatsby. With strange intensity he offers his hand.

48.
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GATSBY

I’m so very, very... delighted to
make your acquaintance.

Tom turns back to Nick.
TOM

I wouldn’t have expected to find
you in this temple of virtue.

NICK

I'm having lunch with Mr. Gats--
Nick turns, but inexplicably, Gatshy is gone.
PUSH TOWARD: Nick, surprise rising into anger...

CUT TO:

EXT. THE HOTEL SAYRE - ROOFTOP GARDEN - DUSK
Jordan is perched at an elegant table, overlooking Times
Square and the advertisement of the man in the beautiful
Arrow shirts.

DISCOVER: Nick, frustrated, dodging the fashionable and
famous...

NICK

I’m looking for Ms. Baker. Yes. The

famous sporting star. The golfer...

There... I’ve spotted her.

Nick comes to an abrupt halt in front of Jordan.
NICK (CONT’D)

What game are you and Gatshy

playing at!?

An immaculate MAITRE’D offers Nick a chair.

MAITRE’D

Will the gentleman be joining?

163



NICK

(frustrated)

One moment please--
JORDAN

Please, Nick, sit down. This is a
polite restaurant.

As Nick’s frustration and Jordan’s embarrassment grow--
49.

NICK

It’s all very strange. He picks me
up in his fancy yellow car... And
he’s going on and on and on about
his life and the war and rubies and
Oxford and... What is--

JORDAN

If you’ll just have a seat--

NICK

What is this big request!?
JORDAN

Nick--! He just wants you to invite
Daisy to tea.

NICK

Tea?

(not what Nick expected)
Daisy...? And Gatsby...?

Nick sits...

NICK (CONT’D)

Why?
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JORDAN

Well... I don’t know quite where to
start. You see... | met Gatsby,
five years ago, in Louisville...

DISSOLVE TO:

EXT. DAISY’S HOUSE - LOUISVILLE - DAY
TIGHT ON: Golf shoes biting into soft, green grass.

JORDAN (0.5

It was the day | got my new English
golf shoes.

WIDE: A row of fancy Louisville homes - red, white and blue
bunting “tut, tutting” in the breeze - are set along a
beautiful, green stretch of park.

JORDAN (0.S.) (CONT’D)
Daisy was by far the most popular
girl with the Officers from Camp
Taylor...

Across the road, 18 YEAR OLD DAISY is perched in the front
seat of her flashy white roadster, beaming, happy...

50.

JORDAN (0.S.) (CONT’D)

One of them was in the car with

her.

Beside Daisy REVEAL.: A handsome lieutenant: YOUNG JAY GATSBY.
JORDAN (0.S.) (CONT’D)

It was Gatsby. And the way he

looked at her...

DISSOLVE TO:

EXT. THE HOTEL SAYRE - ROOFTOP GARDEN - DUSK
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The silhouettes of Jordan and Nick, leaned close, are lit
magnificently against the beaded lights of the city...

JORDAN (0.S.)

Is the way all girls want to be
looked at.

Their eyes meet; a conspiring flicker.

NICK

(blown away)

So what happened?
JORDAN

Well, I don’t know...

DISSOLVE TO:

EXT. FRENCH BATTLEFIELD - DAY
Gatsby leads his men on a heroic charge out of the trenches--

JORDAN (0.S.)

Gatsby was sent off to war...

A MASSIVE EXPLOSION rocks the battlefield!
JORDAN (0.S.) (CONT’D)

But when the war ended... For some

unknown reason, Gatsby couldn’t

return...

DISSOLVE TO:

MONTAGE.
A NEWSPAPER FILLS THE SCREEN:

51.

“AMERICA’S WEALTHIEST BACHELOR TO WED: TOM BUCHANAN
LURES

LOUISVILLE’S SWEETHEART.”

JORDAN (0.S.)

A year later, Tom Buchanan of
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Chicago swept in and stole her
away...

DISSOLVE TO:

INT. SEELBACH HOTEL - DAISY’S GRAND SUITE - NIGHT
An exquisite string of pearls coils around Daisy’s neck.

JORDAN (0.5

He gave her a string of pearls
worth $350,000.

REVEAL: Tom, tightening the clasp.

DISSOLVE TO:

INT. SEELBACH HOTEL. DAISY’S GRAND SUITE - MORNING
JORDAN (0.S.)

But, the morning of the wedding,
Daisy received a letter...

On the bed, Daisy, hysterical, clutches a bottle in one hand
and a letter in the other.

DAISY

(screams)

Tell them Daisy’s changed her mind!

JORDAN

Daisy! Please, everyone’s waiting!
Daisy reaches for the pearls around her neck...

YOUNG DAISY
Give them back!!

Suddenly! Daisy tears the pearls and hurls them; they explode
into a hundred shimmering pieces against the hard wood floor!
CUT TO: A set of stern, white heels clicking down the hall...
REVEAL: Daisy’s hard-mouthed MOTHER.

DAISY’S MOTHER



What on earth is going on in here!?
52.

her mother’s eyes land on the bottle, and then the letter...
PUSH IN: The last line of the letter reads: Love, Jay.

DAISY
Leave me alone!

DAISY’S MOTHER
Jordan, run the bath! Now!

DISSOLVE TO:

INT. SEELBACH HOTEL - BATHROOM - MORNING
In the bath, Daisy’s grips the letter in her trembling hands.

NICK (0.S.)
What was in the letter?

A deep breath, a last look, and then, Daisy opens her hand...
The letter comes to pieces like snow.
JORDAN (0.S.)

I don’t know. She wouldn’t tell me.

But before the letter disappears completely we read one more
line: “The truth is...”

DISSOLVE TO:

EXT. LOUISVILLE CHURCH - FRONT STEPS - LATE AFTERNOON
Daisy and Tom, newly married, pose for photos.

JORDAN (0.S.)

Anyways, that day, at five o’clock,
Daisy Faye married Tom Buchanan
with more pomp and circumstance

than Louisville had ever seen...

168



DISSOLVE TO:

EXT. TIMES SQUARE - NIGHT
Jordan and Nick stroll beneath the soaring electric signs.

JORDAN

After the honeymoon, | saw them in
Santa Barbara. It was touching,
actually...

53.
(MORE)

I’d never seen a girl so in love

with her husband.

(muses cynically)

A week later, Tom crashed his car.
The girl with him was a chambermaid
at the Santa Barbara Hotel. It got

into all the papers...

As Jordan and Nick approach the curb, waiting for a cab, Nick
turns to Jordan; he’s struck by a... sudden, puzzled thought.

NICK

It’s a strange coincidence, isn’t
it? Gatsby’s house being just
across the bay...

Jordan whirls round--
JORDAN

It’s no coincidence. He bought that
house to be near her, he threw all
those parties hoping she’d wander
in one night. He constantly asked
about Daisy... | was the first one
who knew her.

Nick takes this in; as if seeing Gatsby for the first time.
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NICK

All that for a girl he hasn’t seen
in five years...? And now he just
wants me to have her for tea...?

(to himself)

The modesty of it.

JORDAN

Kind of takes your breath away,
doesn’t it?

A cab pulls up, and Nick opens the door...

INT. TAXI - CONTINUOUS
Jordan slides in...

TAXI DRIVER
Evening sweethearts! Where to?

JORDAN
Long Island, please.

54,
JORDAN (CONT'D)
NICK

And you think I should? I mean,
does Daisy want to see Gatshy?

JORDAN

(a stern whisper)

She’s absolutely not to know. You
are just supposed to invite her

over so he can “happen to drop by.”

CLOSE ON: Nick, unsure...
NICK (V.0))

| remember feeling torn. Was it
right to bring my cousin Daisy, a
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married woman, together with a man
| hardly knew?

As Nick wonders, the taxi floats across Times Square, under
the cool eyes of the man in the Arrow shirt...

DISSOLVE TO:

EXT. DIRT TRACK TO NICK’S BUNGALOW - NIGHT
Nick’s taxi pulls past Gatsby’s mansion, ablaze with light.

NICK (V.0.)

When | returned home, Gatsby’s was
lit, from tower to cellar, as if

for another wild party. But...

There wasn’t a sound.

EXT. NICK’S BUNGALOW - NIGHT
As Nick’s taxi groans away, Gatsby appears striding through
the illuminated trees toward Nick.

NICK

Your place looks like the World’s
Fair... or Coney Island!

GATSBY

(terribly anxious)

Ah, does it? I’ve... I’ve just been
glancing into some rooms... Let’s
go to Coney lIsland, old sport, we
can take my car--

NICK

It’s too late tonight.
55.
GATSBY

Or we can take a plunge in the
swimming pool? I haven’t made use



of it all summer...
NICK
| must go to bed...

Gatsby looks crestfallen. Nick puts him out of his misery.

NICK (CONT’D)

Happy to do it. Jay-- I'm going to
call Daisy and invite her to tea.

GATSBY

Oh, that’s alright. I don’t want to
put you to any trouble...

NICK
What day would suit you?
GATSBY

What day would suit you...? I don’t
want to put you to any trouble...

NICK
Day after tomorrow alright?
GATSBY

Day after tomorrow? Well, I’d...
I’d want to get the grass cut.

They both look at the grass - there is a sharp line where

Nick’s ragged lawn ends and Gatsby’s manicured one begins.

GATSBY (CONT’D)

There’s another little thing... I
thought-- Look here, old sport--
You don't make much money, do you?
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NICK
Not really.
GATSBY

If you’ll pardon my... You see, |
carry on a little business on the
side - a sort of sideline - you
understand what I’m saying right?
You’re selling bonds, aren’t you,
old sport?

NICK

Trying to.

56.

GATSBY

Well, this might interest you... It
happens to be a rather confidential

sort of thing... But you might pick
up a nice bit of money.

NICK
I've got my hands full.

Gatsby’s face falls.
GATSBY

You wouldn't have to do any
business with Wolfsheim. | assure
you.

NICK

No, no, no... Its a favor Jay. Just
a favor.

Nick’s sincerity disarms Gatsby; a tiny, embarrassed nod.

NICK (CONT’D)

Happy to do it.
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GATSBY

A favor?
NICK

Yes.

As if no one has ever done him a favor before in his life...
GATSBY

Ah, right, right... Goodnight.

NICK
Goodnight.

With this, Gatsby turns and strolls back toward his blazing

castle. Nick’s gaze falls upon the unkempt lawn. He smiles.
DISSOLVE TO:

EXT. NICK’S BUNGALOW - FRONT LAWN - DAY

TOP SHOT: An enormous mower clatters through frame, carving
Nick’s unkempt lawn into a fresh, broad, band of green.
REVEAL: An army of gardnders giving Nick’s lawn and garden a
make-over, fresh paint, new flowers, trimmed hedges...
DISSOLVE TO:

57.

EXT. NICK’S BUNGALOW - FRONT LAWN - THE FOLLOWING DAY
Heavy rain now falls.

Gatshy, dressed in white flannel suit, silver shirt, and gold

tie, leads a dozen umbrella-holding servants across the lawn.

Herzog holds an umbrella over Gatsby; the other servants

shelter extravagant floral arrangements in crystal vases...

Nick watches the parade through his window, opening his door

just as Gatsby arrives; the servants continue inside.

On the porch, Gatsby looks around distractedly.

GATSBY
One of the papers said they thought

the rain would stop about four. |
think it was the Journal...
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An awkward beat.

NICK
The grass looks fine.
GATSBY

Grass?

Gatsby looks at Nick without really comprehending, or seeing.
GATSBY (CONT’D)

What Grass?

SUDDEN CUT TO:

INT. NICK’S BUNGALOW - LIVING ROOM - DAY
TIGHT ON: A mantelpiece clock, ticking in the tense silence.
WIDER: The room is crowded with absurdly extravagant floral
arrangements. Nick sits watching as Gatsby intensely paces.
The silence stretches, and stretches... Finally...

GATSBY

Have you got everything you need?

NICK

Perhaps more flowers?

GATSBY

I think they did a fine job, don’t
you?

58.

NICK
Beautiful.
GATSBY

You think it’s too much?

NICK
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I think it’s what you want.
GATSBY

I think so too... She’ll be
impressed, won’t she old sport?

NICK
I am.

With this, Gatsby straightens his suit, sits, and hurriedly
checks his watch. Another long silence...
PUSH IN ON: Gatsby... SUDDENLY' He leaps to his feet!

GATSBY
I can’t wait all day. I’m leaving!
NICK

Don’t be silly. It’s just two
minutes to four...

But Gatsby heads for the door...
GATSBY

Nobody’s coming to tea. It’s too
late!

BEEEEEP! Gatsby glimpses Daisy’s Rolls Royce arriving out
front, and turns to Nick, flushed with fresh panic.

NICK
It’s her.

PUSH IN ON GATSBY: Mind racing...

EXT. NICK’S BUNGALOW - DAY

Daisy’s chauffeur-driven Rolls pulls up in the muddy drive.
As Nick assists Daisy from the car...

DAISY



Is this absolutely where you live,
my dearest one?

She looks at him with a mysterious smile.
59.
DAISY (CONT’D)

Why did | have to come alone? Are
you in love with me?
NICK

That’s the secret of Carraway
Castle.

(playing along)

Tell your chauffeur to go far away.

DAISY

Come back in an hour, Ferdie!
(grave murmur)
His name is Ferdie.

INT. NICK’S BUNGALOW - HALL - DAY

Daisy continues ahead into the living room.

Nick hangs back and listens hopefully to Daisy’s reaction at
discovering Gatsby. He smiles as he hears a delighted...

DAISY (0.S.)

Oh--! Oh, my goodness. ... I can’t
believe it. You-- Did you ransack a
greenhouse?

INT. NICK’S BUNGALOW - LIVING ROOM - CONTINUOQUS
DAISY
(to herself)

He is in love with me...

Nick enters, but is shocked to discover that Gatsby is not
there. Daisy’s merely been admiring the flower display...
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NICK

That’s funny.
DAISY
What’s funny?

KNOCK. KNOCK. Someone is at the door.

NICK
One moment...

INT. NICK’S BUNGALOW - HALL - CONTINUOUS
Nick opens the door.

60.
Gatsby, pale as death and soaked, glares miserably at Nick.

NICK
What are you doing?

Without a word, Gatsby stalks past him, into...

INT. NICK’S BUNGALOW - LIVING ROOM - CONTINUOUS
Daisy, her back to the door, is still marvelling at the

flowers. Then she turns. Sees Gatsby. A sharp intake of

breath...

The reunited lovers stand, staring at each other for a long,

surreal, moment of disbelief. Gatsby, eyes locked to Daisy’s,

is drowning in emotion. Daisy finally manages an artificial,
choking murmur.

DAISY

I’m certainly glad to see you
again.

Gatsby’s face is flushed; the veins stand out on his neck as
his lips spasm in a hopeless attempt to speak.

Finally, he finds words...

GATSBY

I’'m... certainly glad to see you as
well.
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Their hearts pound - the tension excruciating.
EEEEKKK! The scream of a boiling kettle OFF SCREEN breaks the
tension--

CUT TO:

INT. NICK’S BUNGALOW - LIVING ROOM - DAY
Gatsby reclines uncomfortably against the mantelpiece. His
elbow rests near the mantelpiece CLOCK. Daisy sits opposite;
frozen on the edge of a chair.

The rattle of the tea tray as Nick enters only contributes to

the already unbearable tension. Gatsby manages to murmur.

GATSBY
We've met before...

SUDDENLY the CLOCK tilts at the pressure of Gatsby’s elbow...
61.

And falls! And breaks!

GATSBY (CONT’D)

Ah... sorry...

He clumsily tries to repair the clock; but drops it again!

NICK

(idiotically)

It's an old... clock.

DAISY

(desperate for small talk)

Lovely though. A lovely... clock.

Gatsby finally manages to set the clock back on the mantle.
Gatsby takes a seat.
A long silent beat.

DAISY (CONT’D)
We haven't met for many years.

GATSBY



(an automatic reflex)
Five years next November.

The precision of Gatsby's answer is acutely embarrassing.

NICK

(abruptly)
Tea?

GATSBY

(dying)

Thank you old sport.
DAISY

(also mortified)
Darling thank you.

Nick pours; and they all sit stiffly, sipping their tea.
A long, terrible silence...

Suddenly Nick stands.
NICK

| just need to... pop into town.
GATSBY

(horrified)

Town...?

62.

NICK

The village; I'll be right back.

As Nick leaves, Gatshy follows.
GATSBY

I've got to speak to you...!

INT. NICK’S BUNGALOW - KITCHEN - CONTINUOUS
Wildly following Nick, Gatsby whispers miserably:
GATSBY

Oh, God! This is a mistake, a
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terrible, terrible mistake...
NICK

You're just embarrassed, that's
all... Daisy's embarrassed too.

GATSBY
She's embarrassed?
NICK

Just as much as you are.

GATSBY
Don't talk so loud!
NICK

You're acting like a little boy!
You're rude. Daisy's in there all
alone and...

Gatsby raises his hand, looks at Nick reproachfully, and
heads back into the living room.
EXT. NICK’S BUNGALOW - CONTINUOUS

Nick runs for a TREE whose leaves shield against the rain.

NICK (V.0.)

Looking over my story so far, I’'m

reminded that for the second time

that summer...

WIDE: Nick beneath the tree looks tiny, and very alone.

NICK (V.0.)

I was guarding other people’s
secrets.

63.

INT. NICK’S BUNGALOW - LIVING ROOM - DAY
LATER. Nick re-enters, bedraggled, rain-soaked.
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NICK (V.0.)
Once again | was within...

He tries to get Gatsby and Daisy’s attention, to no avail...
The lovers are completely and totally absorbed in each other.

NICK (V.0.)

And without...

Nick bangs pots in the sink - still nothing.
He clears his throat:

NICK

Its... stopped raining.

Daisy turns; a radiant smile. Every vestige of embarrassment
between Daisy and Gatsby is gone. Gatshy literally glows.

GATSBY
Yes, it has...
(to Daisy)
Hasn’t it?

He stands, walks to the window and looks out across the bay.
GATSBY (CONT’D)

What do you think of that, Daisy?
Come look.

Daisy joins Gatsby and they step out onto the porch together.
EXT. NICK’S BUNGALOW - PORCH - CONTINUOUS

DAISY

Look. Its my house. Just there
across the bay...

Gatsby and Daisy’s eyes meet.

GATSBY

I know. | have the same view from



my place.

DAISY

Where’s your place?
Gatsby turns back to Nick.

64.
GATSBY

Nick, | want you and Daisy both to
see my house. I’d like to show her
around.

NICK
Are you sure you want me to come?
GATSBY

Absolutely, old sport. Absolutely.
EXT. GATSBY’S CASTLE - FRONT GATES - DAY
Servants swing open ivy-covered gates...

GATSBY

(proudly)
| had the gates brought in from a

castle in Normandy.

REVEAL: Gatsby’s castle glistening in the sunlight.
CLOSE ON: Daisy. A delighted cry.

DAISY

Oh, Jay...!? Its so grand!
GATSBY

Do you like it?

DAISY

| love it...! But how do you live

here all alone?
GATSBY
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I don’t. I keep it always full of
interesting, celebrated people...

As Daisy runs ahead, Gatsby murmurs to Nick.

GATSBY (CONT’D)

My house looks well doesn’t it? See
how the whole front catches the
light like that?

Daisy yells back...
DAUSY

Come on you two! | want the royal
tour!

DISSOLVE TO:
65.

EXT. GATSBY’S CASTLE - GARDENS - DAY
Gatsby has transformed into a good-natured show-off, hurrying
Nick and Daisy through a maze of fantastical gardens, past

magnificent fountains and into his castle...

INT. GATSBY’S CASTLE - KITCHEN - DAY

Gatbsy shows off his brand new orange-juicer.
GATBSY

You must understand, | like all
things that are modern.

Daisy readies a cocktail shaker beneath the spout of the

giant silver orange juice machine.
GATSBY

If you press this button here, the
oranges shoot through here, are
crushed there... The juice of 200
oranges extracted in one hour...!

Gatsby presses, the machine groans and juice splashes out!

DISSOLVE TO:
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EXT. GATSBY’S BEACH - DIVING PONTOON - LATE AFTERNOON
Daisy, Nick and Gatsby drunkenly drive golf balls out toward
the bay. Nick films on the world’s first home-camcorder...

GATSBY

Its a remarkable little camera--
latest design.

While, nearby, a butler in a boat stands watch over a
spinning gramophone and bottles of champagne...

DAISY

You do know, I’'m a champion golfer,
don’t you? Here, I’ll show you how
its done.

CRACK! Daisy cuts a marvelous swing, snapping a club in two!
She falls into Gatsby arms...
Nick films...

66.
GATSBY

She looks like she could be on the
cover of Vogue, don’t you think...?

DISSOLVE TO:

INT. GATSBY’S CASTLE - GRAND BALLROOM - EARLY EVENING
Gatsby and Nick trail behind Daisy, crossing the ballroom.
Daisy, champagne in hand, spots the soaring ballroom organ.

DAISY

Oh...! Its beautiful.
GATSBY

Its a custom Waurlitzer.

DAISY
Can anyone play it?
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GATSBY

Klipspringer can.

(to his footmen)

Someone wake Ewing!

Daisy twirls round, overjoyed...
DAISY

Music! And we can dance all night!
GATSBY

Ewing’s a symphonic genius, he can
play anything...!

Daisy runs up the stairs and calls down...

DAISY

Then | demand a Charleston!

Gatsby gazes up after Daisy, and confides in Nick...
GATSBY

(as if in a dream)

She makes it look so splendid,

don’t you think old sport?

DISSOLVE TO:

INT. GATSBY’S CASTLE. GATSBY’S BEDROOM - EVENING
Nick and Daisy follow Gatsby into the bedroom...

67.
Gatsby bounds ahead, starting up a spiral stair... He throws

open a massive cabinet, revealing a prism of suits, dressing-
gowns, watches and ties.

GATSBY

I've got a man in England who buys
me clothes...!
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He playfully tosses Daisy a boater-hat...
GATSBY (CONT’D)
Something for the lady...

Then he begins yanking down shirts and tossing them over the
rail to Daisy...

DAISY
I’ve never seen anything like it!
GATSBY

He sends over a selection at the
beginning of each season...

DAISY
Jay!

With ever-increasing enthusiasm!
GATSBY

These are silk! Linen! Indian
flannel! Egyptian cotton!

Daisy, intoxicated, leaps on the bed, arms outstretched...

DAISY

No, Jay... you’ll ruin them!
(to Nick)
Nicky! He’s a madman!

More and more and more shirts float down...

The rumble of distant thunder.

CLOSE ON: Daisy. TIME SLOWS AS shirts flutter, like giant
snowflakes, down toward her. Slowly, quietly, her mirth
transforms to sobs... She hides her face in shirts...

Gatsby eases down the stairs and nestles beside Daisy, taking
her tear-streaked face in his hands...
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GATSBY
What is it?

68.
DAISY

It’s just... It makes me sad,
because...

Daisy glances in Nick’s direction...

GATSBY
Why?

DAISY
...because...

A suspended moment; Daisy is incapable of speaking her heart.

NICK (V.0.)

Five lost years struggled on
Daisy’s lips. But all she could
manage was...

DAISY

It’s just... Because I've never
seen such beautiful shirts before.

GATSBY

If it wasn't for the mist we could
see the green light...

DAISY
What green light?
GATSBY

The one that burns all night at the
end of your dock.
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As Gatsby and Daisy stare out across the bay...
NICK (V.0.)

Possibly, it had occurred to Gatsby
that the colossal significance of

that light had vanished forever.
Now, it was once again just a green
light on a dock. His count of
enchanted objects had diminished by
one.

Nick, impelled to remind Daisy and Gatsby of his presence,

emerges from the shadows and descends the spiral staircase.

He holds a photo of an elderly man in yachting costume...
NICK

Who's this? Your father?

69.

GATSBY

No, no.. That’s Mr. Dan Cody, old

sport... He's dead now. He used to

be my best friend years ago.

Daisy joins Nick at the bottom of the steps. In the photo
with Cody, also in yachting costume, is a young Gatsby...

DAISY

(teases)

You never told me you had a
pompadour... or a yacht.

Gatsby hastily plucks a scrapbook from a row on his desk...
GATSBY
| want to show you something...

Look, here's a lot of clippings,
about you.
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They admire a scrapbook together.

DAISY

(touched)

You saved my letters...
GATSBY

This was my first photo of you.

As Daisy flips through and pulls out an old letter of hers,
we hear her reading the letter in abstract VOICEOVER:

DAISY (V.0.)

We cant lose each other and let all
this glorious love end in nothing.
Come home, I’ll be here waiting and
hoping, for every long dream of you
to come true... Come home Jay...

BBBRRRNNNGGG! The phone shrills.
GATSBY
Excuse me.

Gatsby crosses the room, snatches up the receiver, and turns
away... He lowers his voice.

GATSBY (INTO PHONE) (CONT’D)
Well I can't talk now old sport...

As the timbre of Gatsby’s voice darkens we PUSH CLOSER.

GATSBY (INTO PHONE) (CONT’D)
| said a small town.

70.

ECU: Gatsby’s eyes narrow.

GATSBY (INTO PHONE) (CONT’D)
He must know what a small town is.
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BOOOOMMM! A storming wind bangs open the French windows!
As Nick moves to shut them, he glimpses Gatsby...

GATSBY (INTO PHONE) (CONT’D)

(frightening)

Well, he's no use to us if Detroit

is his idea of a small town...

Gatsby rings off abruptly, and catches Nick’s eye - a tense
moment - which Gatsby banishes with that electrifying smile.
We hear the distant, jaunty sounds of a pipe organ...

GATSBY (CONT’D)

Ah, Klipspringer! He must be awake!
Shall we?

INT. GATSBY’S CASTLE - GRAND BALLROOM - DUSK BECOMING NIGHT
Daisy, wearing a flowing robe and heels, dances a Charleston

with Nick.

An elaborate picnic, complete with candelabras and a mountain

of cushions, is laid out on the floor. There, Gatsby sits,

looking on, flush with joy.

Slowly though, Gatsby’s expression turns introspective. As he

watches Daisy dance, memories flood back to him...

DISSOLVE TO:

FLASHBACK.
AN ARRAY OF MEMORIES AND IMAGES DISSOLVE ONE INTO THE
OTHER:

Gatsby and Daisy, five years ago, about to kiss; a hand-
written letter; a gathering storm; the green light...

DISSOLVE TO:

INT. GATSBY’S CASTLE - GRAND BALLROOM - NIGHT
Hundreds of candles flicker in patterns. As a slow,

melancholic waltz plays, Gatsby and Daisy dance,

enraptured...

71.
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DAISY

(whispers)

I wish | had done everything on
earth with you. All my life.

Gatsby holds her closer.
DAISY (CONT’D)

I wish that it could always be like
this...

GATSBY
It will be...

Across the room, Nick, exhausted and drunk and unnoticed,
stands to leave. At the ballroom doors he turns back and
glimpses Gatsby and Daisy, in a universe all their own...

NICK (V.0.)

If only it had been enough for
Gatbsy, just to hold Daisy...

The towering doors close.
DISSOLVE TO:

INT. GATSBY’S CASTLE - BEDROOM - NIGHT
Gatsby stands at his window, staring into the night.

NICK (V.0.)

But he had a grand vision for his
life, and Daisy’s part in it.

DISSOLVE TO:
INT. SANITARIUM - NICK’S ROOM - END OF WINTER - DUSK
Nick is writing at his desk...

NICK (V.0.)

It wasn’t until the end of that



summer, on the last night | saw
Gatsby, that he told me of the life
he had dreamt for himself since he
was a boy...

INT. SANITARIUM - DOCTOR’S OFFICE - END OF WINTER - DUSK
Nick stops his reading, and, very slowly, admits...

72.
NICK

You see doctor... Gatsby’s real
name was... James Gatz.

DISSOLVE TO:

I/E. NORTH DAKOTA FARM HUT - DAY
PUSH TOWARD: A dilapidated hut, shrouded in a storm of dust.

NICK (V.0.)

His parents were dirt-poor farmers
from North Dakota...

DISCOVER: YOUNG GATZ, barefoot, at a dusty desk, surrounded
by tattered books, strange charts, and lists. He is

practicing his signature...
NICK (V.0))

But he never accepted them as his
parents at all.

Young Gatz turns from his writing, and looks through a hole
in the roof towards the infinite heavens...

NICK (V.0.)

In his own imagination, he was... a
Son of God...

CLOSE ON: The little boy looks up at CAMERA.
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NICK (V.0.)
Destined for future glory...

DISSOLVE TO:

EXT. NORTH DAKOTA - PRAIRIE - NIGHT
The silhouette of TEENAGE GATZ, now 16 years old, disappears
into the hills...

NICK (V.0.)

Chasing this destiny, a sixteen
year old Gatz ran far, far away.

DISSOLVE TO:
73.

EXT. LAKE SUPERIOR - LATE AFTERNOON
CLOSE ON: A handsome 17 year old YOUNG GATSBY, in a torn
jersey and dirty canvas pants, rowing with all his might.

NICK (V.0))
One afternoon, off the coast of
Lake Superior, he spotted a yacht

in peril...

Young Gatshy lets the row boat drift close to a magnificent
yacht. Wind is whipping whitecaps on the bay.

NICK

He rowed out and rescued the
vessel, and its captain, alcoholic
millionaire Dan Cody...

The bleary face of DAN CODY appears at the yacht’s railing.

COoDbY
Whadzamatta...?

Cody is very drunk. Young Gatsby calls urgently.
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YOUNG GATSBY

Sir! The shoal here’s real bad,
this wind could drag you onto it...

Cody waves a dismissive arm...
CODY

Whaderathinkyerdoin..., old sport?

He collapses, dead drunk.
PUSH IN: On Young Gatsby; a plan forming...

NICK (V.0.)

This was his opportunity, and he
seized it.

Springing into action, he clambers onto the yacht.
GATSBY (VOICE)

| decided right then and there to
call myself: Jay Gatsby.

DISSOLVE TO:

EXT. CODY’S YACHT - LATE AFTERNOON

Young Gatsby hoists the sail as the storm rages around him.

74.
NICK (V.0.)

He sailed the yacht out of danger -
and into his future...

DISSOLVE TO:

EXT. CODY’S YACHT - DAY
A perfect sunny day. Young Gatsby and Cody are sailing.

NICK (V.0.)
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Gatsby showed skill and ambition,
and for five years they sailed the
world...

GATSBY (VOICE)

He was alright, old Dan, he taught
me everything...

DISSOLVE TO:

INT. CLOTHING STORE - DAY
Young Gatshy, now transformed, models a suit in the mirror.

NICK (V.0.)

How to dress, act, and speak like a
gentleman...

He looks squarely at himself, and repeats a mantra.
YOUNG GATSBY

Gatsby. Jay Gatsby. A pleasure to

meet you, sir. Gatsby. Jay Gatsby.

Gatshy. Jay Gatsby.

DISSOLVE TO:

EXT. CODY’S YACHT - DAY

Young Gatsby stands at the bow, as the yacht cut across the
clear blue ocean... He turns to Cody and calls...

YOUNG GATSBY

She looks well, doesn’t she...!?
Old sport.

HIGH AND WIDE: The yacht sails toward the golden sun...
75.

NICK (V.0.)
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Gatsby hoped to inherit Cody’s
fortune... But when Cody died,
Gatsby was cheated out of his
inheritance by Cody’s family...
He’d been left with an ability to
play the gentleman, but he was once
again dirt poor.

SLAM CUT TO:

NEWSPAPER MONTAGE.

Piles and piles of New York City newspapers swirl rapidly

TOWARD CAMERA, and we read their headlines:

“GATBSY’S STAGGERING WEALTH - MONEY! MONEY! MONEY!”

NICK (V.0.)

By midsummer Gatsby was front page
news...

“GATSBY BUYING OUR CITY? INVESTMENT MONOPOLY FUELS
CONCERNS”

“JAY CASHES IN! GATSBY STRIKES WALL STREET GOLD!”

“GATSBY INVESTS IN SKYSCRAPERS!”

“JAY PAYS FOR EVERYTHING: PARTIES, GALAS, PARKS, SCHOOLS!”

“WALL STREETS KING? MEET JAY GATSBY!”

A final newspaper COVERS FRAME:

“WHERE’S THE MONEY FROM!? MYSTERY MILLIONS SPARK WILD
RUMORS”

We PUSH TOWARD the paper and DISSOLVE TOWARD:

EXT. GATSBY’S CASTLE - NIGHT

Another glittering party.

NICK (V.0))

Where did the money comes from?

FADE IN: Decadent, grotesque images of drunken revellers...
NICK (V.0.)

That’s what all of New York wanted

to know. And it was the same
question on Tom’s mind when he
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accompanied Daisy to one of
Gatsby’s glittering parties...

76.

DISCOVER: Gatsby leading Tom, Daisy and Nick to the top of
the terrace stairs.
EXT. GATSBY’S CASTLE - TERRACE/DANCE FLOOR - NIGHT

GATSBY

We’ve got a great band here. Have a
look around... Excuse me...

He turns briefly to talk to Senator Gulick...

TOM

(mutters to Daisy)

A lot of these newly rich people
are just filthy bootleggers.

DAISY

Not Gatsby. He’s a businessman.

TOM

(snorts)

Hah! A businessman...
DAISY

He owned a lot of drug stores.
Gatsby gracefully introduces Senator Gulick to the group...
GATSBY

May | introduce Senator Gulick?
This is Mr. Carraway and Mrs.
Buchanan...

DAISY

Delighted...

GATSBY

And Mr. Buchanan...
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(a moment's hesitation)
The polo player.

TOM

(objecting quickly)

Oh no. Not me.

SENATOR GULICK
(shaking hands, nods)
Always a pleasure to meet a
Buchanan.

Gatsby bids the Senator farewell, while Tom glowers to Daisy:
17.

TOM
I’d rather not be the polo player.
DAISY

Oh Tom... You should be proud of
your achievements.

Gatsby interjects--

GATSBY

(to the group)

May | show you around?

He guides them down the stairs...
GATSBY (CONT’D)

You must see the faces of a lot of
people you’ve heard of.

DAISY

Absolutely!

TOM

(scoffs)

We don’t go around very much. I
don’t think I recognize a single
person...

GATSBY



Perhaps you know that lady there?

Gatsby indicates a lovely, orchid of a woman: MARLENE MOON,
the silent film star.

DAISY

(taking Gatsby’s arm)

Its Marlene Moon... | adore her

pictures...

As Gatsby leads Daisy, we catch Tom repeating to Nick...
TOM

I’d really rather not be the polo
player...

DISSOLVE TO:

EXT. GATSBY’S CASTLE - GARDEN TABLE - NIGHT
Tom, Daisy, Nick and Gatsby sit an elaborately conceived
dinner table, watching the band...

78.
DAISY
(to Nick)

These things excite me so...

Gatsby turns to Tom...
GATSBY

I believe we’ve met somewhere
before, Mr. Buchanan. About a month
ago.

TOM

That’s right... And you were with
Nick here. At the barbershop...

GATSBY
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That’s right. See... I know your
wife.

TOM
Is that so?
GATSBY

Yes.

As the number subsides, and the crowd applauds, Herzog
appears and addresses Gatsby with whispered intensity.

HERZOG

Mr. Gatsby sir. Mr. Slagle is
here...

Herzog indicates SLAGLE, a dark-suited man who stands on the
distant terrace with three sinister-looking ‘associates".

Gatsby, so besotted with Daisy that he cannot take his eyes

off her, whispers fiercely...

GATSBY

Not now.

Herzog silently recedes...
A romantic foxtrot strikes up - Trimalchio introduces...

TRIMALCHIO

And now...! Dice, Brass Knuckles

and Guitars, with: The Foxtrot!

Gatsby turns to Tom, and gestures to Daisy...

GATSBY

Mr. Buchanan, would you mind,
terribly?

79.

Tom does indeed look like he minds, but a group of scantily
clad girls who cavort gracelessly on the other side of the
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garden momentarily catch his eye.
TOM

Of course not; | think I can keep
myself amused.

As Daisy takes Gatsby’s arm, she tucks a slim gold pencil
into Tom’s breast pocket and murmurs...

DAISY

In case you need to take down any
addresses...

As Tom fumes, Gatsby leads Daisy out onto the dance floor.
PUSH CLOSE ON: Tom, growing increasingly suspicious...
DISSOLVE TO:

EXT. GATSBY’S CASTLE - DANCE FLOOR - NIGHT
As Daisy and Gatsby dance, Daisy murmurs thrillingly.

DAISY

Is all this made entirely from your
own imagination?
GATSBY

No... You see you were there all
along, in every idea, in every
decision... Of course, if anything
is not to your liking, we can
change it...

DAISY

It’s perfect. From your perfect,

irresistible imagination...

EXT. GATSBY’S CASTLE - TERRACE - NIGHT

Tom and Nick watch Gatsby and Daisy dance. Tom looks around,
perplexed by a distant thought.

TOM
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| wonder where the devil he met
Daisy...?

He notices Marlene Moon seductively, secretly watching him...
80.

TOM (CONT’D)
(to Nick)
I’1l find you...

He leaves Nick alone. And Nick watches as Gatshy
simultaneously leads Daisy from the dance floor...

EXT. NICK’S BUNGALOW - MAGIC TREE - NIGHT
Daisy runs ahead, playfully hurrying past the low-hanging
branches of the massive tree. She disappears inside...
Gatsby follows, but upon entering the secluded, starlit world
sees no sign of Daisy.

Then, from out of the shadows, the sparkle of jewels...
Gatsby turns, and Daisy’s lips suddenly find his.

A long, still Kiss...

EXT. GATSBY’S CASTLE - BAR - NIGHT

Nick is keeping watch, gazing down to his yard and the tree.
When Tom suddenly appears...

TOM

Have you seen my wife...?

Startled, Nick turns...
NICK

(lies)

Ah... no... Not for awhile.

TOM

That’s funny. The Senator said he
saw her down here.

Tom follows Nick’s gaze down toward the tree...

EXT. NICK’S BUNGALOW - MAGIC TREE - NIGHT
Gatsby and Daisy continue their passionate kissing...
After a moment, Daisy whispers.

DAISY



... I wish we could just run away.
81.

Gatbsy is startled.

GATSBY

Run away? Darling, no. Daisy,
that... that wouldn’t be...
respectable.

EXT. GATSBY’S CASTLE - BAR - NIGHT
Tom is still looking to the tree.

TOM
(quizzically)
You live near here Nick...?

Nick, an overwhelming sense of guilt, indicates vaguely in
the direction of the tree.

NICK

Just next door.

TOM

That so...?

EXT. NICK’S BUNGALOW - MAGIC TREE - NIGHT
Gatsby continues...

GATSBY

We’re going to live here, in this
house, together. You and me...
Daisy... It’s time for you to tell
Tom.

EXT. GATBSY CASTLE - BAR - NIGHT

CLOSE ON: Nick, a moment of extreme tension as he fears Tom

will investigate further.

SUDDENLY'! Their attention is drawn to a commotion on the

terrace. Glasses smash, a woman screams, and through the
crowd, we see Slagle and associates causing a disturbance.
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TOM

(pure disdain)

What a circus... Well, if you see
her, I’ll be looking for her. You
tell her.

82.

EXT. NICK’S BUNGALOW - MAGIC TREE - NIGHT
The hidden lovers speak in intense, hushed tones.

DAISY

Remember how much fun we used to
have? Why can’t we just have fun
like that again?

Gatsby, frustrated, is about to speak...

But Nick suddenly appears out of the shadows...
Gatsby and Daisy break off, startled...

DAISY (CONT’D)

Oh hello Nicky; we’re having a row.

NICK

What about?

Daisy glides toward him...
DAISY

About things... About the future...
(trying to be funny)
The future of the Colored Empires.

NICK

Well, its Tom. He’s wandering
around the party looking for you.

Daisy flashes Gatsby an over-the-shoulder glance; when,
suddenly, Herzog appears and murmurs...

HERZOG
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Sir; it’s Mr. Slagle; he’s quite...
emotional.

A tiny, ruffled, moment; then Gatsby elegantly guides Daisy
toward Nick.

GATSBY
Excuse me. Nick, would you mind?

As Gatsby follows Herzog back toward the castle....
CLOSE ON: DAISY.

DISSOLVE TO:
83.

EXT. GATSBY’S CASTLE - DANCE FLOOR - LATER
Nick and Daisy return to a party that has become grotesque;
drunken girls haphazardly bang drums...

NICK (V.0.)

Gatsby disappeared to deal with a
dispute of some sort. Daisy
waited...

CLOSE ON: Daisy, dejected...
NICK

But Gatsby was unable to return.

As Daisy and Nick cross the tattered, streamer-littered dance-
floor CRANE HIGH AND FADE INTO: the library window...

INT. GATSBY’S CASTLE - LIBRARY - CONTINUOUS
Gatsby sits, solemn in an armchair; with quiet unease written

in shadows across his face.

REVEAL.: The ominous silhouette of Wolfsheim, pacing between
Gatsby and the window; Herzog standing watch...

We catch only a fragment of the conversation.

WOLFSHEIM



When these hot headed types appear,
| rely on you... But you were not
available.. A scene was made...
What’s going on with you Jay?

DISSOLVE TO:

EXT. GATSBY’S CASTLE - FRONT GATE - NIGHT

HIGH SHOT: A sleek black limo winds quietly towards the gate.

CRANE DOWN TO DISCOVER: Daisy’s face through the limo window;
her forlorn eyes search for Gatsby behind castle walls...

TOM
Where were you?
DAISY

With Nicky. Mr. Gatsby was showing
us the grounds.

84.

TOM

Well, he certainly must have

strained himself to get that

menagerie together...

DAISY’S POV: Ignoring Tom, she looks back to the dark castle.
TOM (0O.C.) (CONT’D)

I’d like to know who he is and what

he does. And I think I’ll make a

point of finding out.

As the limo passes through the gates and disappears, Slagle
and associates are violently ejected by Gatsby’s “guards.”

CLOSE ON: Atop Gatsby’s gate, GATSBY’S COAT OF ARMS READS:

“Ad Finem Fidelis” (“Faithful to the End”).
DISSOLVE TO:

EXT. GATSBY'S CASTLE - POOL - NIGHT
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It is late. Agitated and intense, Gatsby paces by the pool,
staring out to the green light pulsing across the bay...
Nick descends the stairs, drunk.

NICK

Well there you are...! Daisy just
left... But she asked me to tell
you. She had a wonderful time...

Gatsby is not amused.
GATSBY

She didn’t like it.
NICK

Of course she did.
GATSBY

No, she didn’t like it. She did not
have a good time. | feel so far
away from her now. It’s hard to
make her understand.

NICK

You mean about the party?
GATSBY

The party!? | couldn’t care less
about the parties! You see...
(shocking intensity)

85.

(MORE)

She has to tell Tom that she never
loved him.

NICK

What...?

GATSBY

Yes. Then we can go back to
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Louisville, to her parents’ house -
her parents are lovely people old
sport - we’ll be married there...
You see, Daisy and | are going to
and start over, just as if it were
five years ago.

NICK

I wouldn’t ask too much of her...

GATSBY
Ask too much?
NICK

No.

Gatsby grows suddenly, strangely emotional. He turns his back
to Nick to compose himself.
GATSBY

| beg your pardon old sport. Its
just.. Its so sad because its so
hard to make her understand, and--

NICK

Jay... You can’t repeat the past.

Gatsby wheels around...
GATSBY

Can’t repeat the past?
NICK

No.

GATSBY

Why of course you can. Of course
you can. You’ll see. I am going to
fix things just the way there were

before. Everything’s been so... so

confused since then...
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Gatsby looks out to the green light.
86.

GATSBY (CONT'D)

NICK (V.0.)

He talked a lot about the past...
As if he wanted to recover
something...

GATSBY

If I could just get back to the
start... If I could just get back
to the start | could find it again.

NICK (V.0.)

Some vision of himself that he had
put into loving Daisy...

IN THE CLOUDS, AMONG THE STARS, THE IMAGE OF DAISY’S HOUSE IN
LOUISVILLE APPEARS, as if frozen in time...

DISSOLVE TO:

I/E. DAISY’S HOUSE - LOUISVILLE - NIGHT

PUSH TOWARD: A wide veranda, strung with banners in support
of the American war effort, and beyond into a parlour; pretty
Southern girls and fresh-faced soldiers, dancing, clapping...

NICK (V.0.)

Five years ago Gatshy found himself
at Daisy’s house by colossal
accident.

Amidst the many revellers, DISCOVER: Daisy, hurrying through
the crowd.

GATSBY (BY THE POOL)
I went to her house first with some



of the other officers from Camp
Taylor... Id never been in such a
beautiful house before...

Daisy rushes up the steps, and looks back...
At the bottom of the steps, smiling up, is: THE OBJECT OF HER
AFFECTION, Young Gatsby in officer’s uniform.

NICK (V.0.)

But his uniform his the truth. That

he was a penniless young man with
only that grand vision of himself.
Daisy’s Mother stops her on the steps.

87.

DAISY MOM

Daisy, don’t scamper.

(whispers)

There’s so many dashing young
officers here, and from such
illustrious family’s...

CLOSE ON: Gatbsy, watching Daisy...
GATSBY (BY THE POOL)

| always knew that I could climb...
But I could only climb if I climbed
alone.

Against his better judgement he follows Daisy up...

INT. DAISY’S HOUSE - CONSERVATORY/ATRIUM - NIGHT
Checking to make sure no one has seen, Daisy slips quietly
through a set of doors, into the conservatory... Gatshy is

not far behind... A secret rendezvous.

EXT. GATSBY’S CASTLE - POOL - NIGHT
GATSBY
| knew that, that when | kissed

this girl, I would... be forever
wed to her...
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INT. DAISY’S HOUSE - CONSERVATORY/ATRIUM - NIGHT
Daisy throws herself in to Gatsby’s arms...

About to kiss, Gatsby is struck by a sudden instinctive

thought...

EXT. GATSBY’S CASTLE - POOL - NIGHT

Gatsby remembers...

GATSBY

So | stopped. And | waited... |
waited...

INT. DAISY’S HOUSE - CONSERVATORY/ATRIUM - NIGHT
Gatsby’s eyes drift up...

88.

GATSBY (BY THE POOL)
| waited for a moment longer.

He looks out the dark, crystal windows, beyond the trees...
to a staircase of moonlight, climbing up, up, up...

NICK (V.0.)

He knew that if he kissed this girl

his mind would never again be free

to romp like... the mind of God...

That falling in love would change

his destiny... forever.

EXT. GATSBY’S CASTLE - POOL - NIGHT

GATSBY

And then | just let myself go.

INT. DAISY’S HOUSE - CONSERVATORY/ATRIUM - NIGHT
With sudden resolve Gatsby kisses Daisy...

In ravenous embrace, they fall onto the long sofa lounge.

NICK (V.0.)

She blossomed for him like a
flower...

212



213

ECU: Daisy, her lips tremble, eyes wide, breath quickening..
NICK (V.0.)

And the incarnation was complete.

DISSOLVE TO:

EXT. GATSBY’S CASTLE - POOL - NIGHT
The other layers of IMAGERY IN THE CLOUDS MELT AWAY, leaving
Nick and Gatsby standing by the pool.

GATSBY

I knew it was a great mistake for a
man like me to fall in love. A
great mistake. I’'m only 32... |
might still be a great man if |
could only forget that I once lost
Daisy. But my life, old sport, my
life has got to be like this...

He draws a slanting line from the lawn to the stars.
89.

GATSBY (CONT’D)

It’s got to keep going up.
Gatsby looks to the green light.
GATSBY (CONT’D)

She has to go to Tom and tell him
she never loved him... | need to
give her more time. | just need to
give her more time...

He turns to Nick, reassuring both of them.
GATSBY (CONT’D)

Don’t worry old sport, don’t worry.
| can protect her here. Good night
old sport...
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Gatsby heads for his castle, and turns and calls...
GATSBY (CONT’D)

You’re wrong about the past, old
sport...!

Gatsby’s POV: The green light across the bay.
GATSBY (CONT’D)

You’re wrong.

DISSOLVE TO:

INT. SANITARIUM - DOCTOR'’S OFFICE - EARLY SPRING - MORNING
The first day of spring; out the window, birds chirp.

Nick is writing and reading aloud...

NICK (READS)

There had been music from my
neighbor’s all summer. In his blue
gardens, men and girls came and
went like moths among the
whisperings and the laughter and
the stars...

He struggles for a more poetic phrasing...
NICK (CONT’D)

Laughter... No... No... Among the
whisperings and the champagne and

the stars...

90.

(MORE)

(that’s the one)
But after Tom and Daisy visit...



DISSOLVE TO:

EXT. GATSBY’S CASTLE - FRONT GATES - LATE AFTERNOON
Gatsby’s castle cuts a grave silhouette against a stormy sky.

NICK (V.0.)
There were no more parties...

His lights flicker and go out.
NICK (V.0.)

Gatsby’s lights went out one by
one.

At the gates flashbulbs flash! Hordes of press have gathered.
NICK (V.0.)
Daisy visited discreetly. But...

As the gates creak open, Daisy’s limo slides up the drive...
FADE IN NEWSPAPER HEADLINES: “PARTY PALACE GOES DARK!”

NICK (V.0))
The very same fame that had once
been a source of satisfaction to

Jay Gatsby, became... a threat.

As the reporters crowd the limo, shouting questions...
DISSOLVE TO:

INT. GATSBY’S CASTLE - BEFROOM - NIGHT
Locked away deep in the castle, Gatsby and Daisy make love.

215

FADE IN NEWSPAPER HEADLINES: “WHO IS THE MYSTERY WOMAN?”

DISSOLVE TO:

EXT. GATSBY’S CASTLE - WHARF - DUSK

At the end of the wharf, Gatsby and Daisy look out across the
bay, watching as the sun slides into the horizon, and the
green light pulses...

CLOSE ON: Daisy. She leans to Gatsby and whispers...
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91.

NICK (CONT’D)
DAISY

I don’t want to go home.

Gatsby hold her tighter.
GATSBY
Then don’t.

DISSOLVE TO:

INT. GATSBY’S CASTLE - BALLROOM - LATE AFTERNOON

Long shafts of light cut through the high, empty windows...

WIDE SHOT: An OLD EUROPEAN WOMAN crosses the ballroom, tea
tray in hand. The room is lined with thuggish, dark-suited

men.

We hear a phone conversation between Nick and Gatsby...

GATSBY (0.S.)

I’ve been meaning to call you up.
I’m sorry, I’ve been... so busy.

NICK (0.S.)
Is everything alright?

INT. GATSBY’S CASTLE - MAPROOM - LATE AFTERNOON
An unshaven Gatsby in trousers and a black silk robe sits in

a large arm-chair, under a vast wall of magnificent

paintings. He hunches over the phone...

GATSBY

Yes... Daisy and | are very much in
love.

NICK (0.S.)

| hear you fired all your servants?



GATSBY

Daisy comes over sometimes in the
afternoons and | wanted some people
who wouldn’t gossip... until we
decided what we’re going to do...
You see these two towns are pretty
close together. And it gets in the
papers... You understand?

(clarifies)

They’re some people Wolfsheim
wanted to do something for.

92.

Herzog stands in the shadows; and the old European woman
pours coffee and then recedes...
GATSBY (CONT’D)

What’s the difference as long as
they can cook and make beds...?

INT. PROBITY TRUST - NICK’S OFFICE - LATE AFTERNOON
Nick holds the phone close to his ear, trying to hear Gatsby

above the din around him; his work is piled high...

INT. GATSBY’S CASTLE - MAPROOM - LATE AFTERNOON
Gatsby whispers into the phone...

GATSBY

(excited)

Nick... Daisy’s ready. Shes ready.

But there’s just one thing. She’s

requested that you and Miss Baker

be there, at lunch tomorrow, at her

house... Will you come, old sport?

(an admission)

Daisy needs you. I... We need you.

Will you come old sport?

INT. PROBITY TRUST - NICK’S OFFICE - LATE AFTERNOON
PUSH IN ON: Nick. A decision looms...

DISSOLVE TO:
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EXT. BUCHANAN MANSION - DAY
WIDE SHOT: The imposing Buchanan mansion bakes in the sun...
DISSOLVE TO:

INT. BUCHANAN MANSION - DINING ROOM - DAY
CLOSE ON: Tom lighting a fat Cuban from a chrome lighter.

TOM

You know, | read somewhere that the
sun's getting hotter every year...

Blue cigar smoke wafts over the clearing of plates...
93.

TOM (CONT’D)
Or wait a minute; it's the
opposite...

Tom stands and strolls to the open French window...
TOM (CONT’D)

The sun is getting colder every
year...

Daisy grips a wine glass in her trembling hand; her eyes are
terrified, perspiration forms on her upper lip. She glances

to Gatsby, who stares resolutely from across the table.

CLOSE ON: A perspiring Nick. He glances from Daisy to Gatshy.
The tension is excruciating.

Out the window Tom catches sight of a sailboat across the

bay.

TOM (CONT’D)

How I'd like to be out on that bay
today.

CLOSE ON: Gatsby. He looks up. Beyond the sailboat, he can
see the outline of his castle.
GATSBY
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I’m right across from you.
(points)

Right there.

TOM

(unimpressed)

So you are.

Gatsby slowly stands and walks behind Daisy.
GATSBY

Every night | can see that light at
the end of your dock, blinking.

TOM
What light?

Gatsby gently moves his hand over Daisy’s...
GATSBY

You see, Mr. Buchanan, | wanted to
be close-- Daisy and I--
With sudden intensity Daisy stands!

94.

DAISY
(on the verge of tears)
It's so hot...

Agitated, she sweeps toward the sideboard.

DAISY (CONT’D)
Everything's so confused.

She plucks a cigarette from a carved box, and fumbles with
the paperweight-sized lighter.
DAISY (CONT’D)

What'll we do with ourselves this
afternoon...? And the day after



that...

(she snaps it again)

...and for the next thirty years?
(turns suddenly)

Let’s all go to town! Who wants to
go to town?

Her nervous hands drop the lighter, which crashes to the
mahogany floor. All but Tom recoil in shock.

TOM

Town!? Women... They get these
notions...

Gatsby walks to Daisy... As Tom puffs, Gatsby retrieves the
lighter in one hand, and with his other gently guides Daisy’s
trembling hand... In that moment, their eyes tenderly meet...

GATSBY

(whispers)

Daisy...

DAISY

(as if they are alone)

You look so cool. You always look
so cool, like the advertisement of

the man... in Times Square...

CLOSE ON: Tom, his jaw tightening.
DAISY (CONT’D)

The man in the cool, beautiful,
shirts.

CAMERA FLOATS TOWARD TOM... He violently snuffs his cigar.

NICK (V.0.)

She had told Gatsby that she loved
him - and Tom had seen...

95.

SUDDENLY Tom explodes!
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TOM

Let’s go to town! I’'m perfectly
willing...! That’s a marvelous
idea! Henri! Have the car brought
around immediately!

DAISY

Just like that? Can’t anyone at
least have a cigarette?

TOM
We’ve smoked all through lunch.
DAISY

Oh, let's have fun. It's too hot to
fuss.

TOM

It was your great idea Daisy. Why
don’t we!? We’ll all go to town!

Daisy doesn’t budge.
DAISY

I’ve changed my mind...

(teases)

You brute.

TOM

(a dangerous intensity)

You’ve got me all excited, and now
you don’t want to go? We’ll get a
great big room at the Plaza, a cold
bucket of ice, and some whiskey...
It will be fun.

DAISY

Fine. Have it your own way, Tom...
Come on, Jordan.
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As she and Jordan rush past Tom, down the hall, Tom turns
calmly to Gatshy.
TOM

Will you join us, Mr. Gatsby?
Then turns and calls to Henri...
96.

TOM (CONT’D)

Henri! Get some whiskey! Two
bottles, wrapped in a towel.

CUT TO:

EXT. BUCHANAN MANSION - DAY

CLOSE ON: Shoes shifting on gravel. Gatsby and Nick stand
uncomfortably on the drive, waiting for Tom and the women.
BANG! Tom storms out wrapping a quart bottle in a towel.
Daisy and Jordan follow.

TOM

Mr. Gatsby! Would you be good
enough to take my coupé? And I’ll
drive everyone else in your circus
wagon.

GATSBY

I don’t think there’s much gas, old
sport.

Gatsby looks to Daisy, a burning stare.

TOM

(looks at the gauge)

Plenty of gas. And if we run out,
then we’ll stop at a drug store.

| hear you can buy anything at a
drug store nowadays...
(savagely eyes Gatsbhy)
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Isn’t that right, Mr. Gatsby?
A moment of sharp tension; Daisy wrenches from Tom’s arm.
DAISY

You take Nick and Jordan, Tom!
She slips quickly into the coupé...
DAISY (CONT’D)

We’ll meet you at the Plaza! I’11
be the man on the corner smoking
two cigarettes...

Gatsby’s and Tom’s eyes flash; a harsh, competitive glance.
Tom lunges into the Duesenberg, slams the gears and lurches
away, leaving Gatsby, Daisy, and the coupé in the dust.

97.

I/E. GATSBY’S CAR - LONG ISLAND COUNTRYSIDE - DAY
Tom throttles forward, watching Jordan and Nick...

TOM

You think I'm pretty dumb, don't
you? But | have a-- an almost
second sight, sometimes, that tells
me what to do. And I’ve made a
small investigation of this fellow.

JORDAN
(condescending)
And you found he was an Oxford man?

TOM

Oxford, New Mexico! He wears a pink
suit for Christ's sake!

With that, Tom shifts gears and the Duesenberg rockets on!
DISSOLVE TO:

EXT. THE VALLEY OF ASHES - DAY
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HIGH AND WIDE: The Duesenberg tears into the Valley...

JORDAN (0.C))
(mocking)
We’re almost out of gas Tom...

EXT. THE VALLEY OF ASHES - WILSON’S GARAGE - DAY
SCRREEECH! Tom slams the breaks and the Duesenberg slides to
a stop at Wilson’s...

Wilson doesn’t budge. He’s staring with sickly eyes at the

giant billboard of Dr. T. J. Eckleberg.

TOM

Wilson! Wilson! What are you
waiting for!? Let’s have some
gas...

(gets out)

Do | have to do it myself?

WILSON

I’m sick. I’'m all run down. I need
money bad... My wife and | want to
go West.

98.

TOM
Your wife does...?

Tom glances up to the window above the garage. Myrtle’s face,
badly bruised, stares back. Tom clocks this, and hesitates...

NICK (V.0.)

Tom was feeling the hot whips of
panic. His mistress and wife, an
hour ago so secure, were both
slipping from his control...

WILSON
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| just got wised-up to something
funny the last two days. She's
goin’ whether she wants to or not.

Tom isn’t listening... He sees the coupe approaching at high-
speed, threatening to leave him in the dust!

TOM

What do I owe you!?
WILSON

Dollar twenty.

The blue coupé flashes by. Tom glances back to Myrtle... And
then jumps into the Duesenberg.

TOM

You can have the car! I'll send it
around tomorrow!

He throws coins into the dirt for Wilson to collect. Then he

floors the gas and peels out after the coupé!

I/E. GATSBY’S CAR/TOM’S COUPE - DAY

VRRROOMM! The cars roar neck-and-neck, veering, swerving and
skidding PERILOUSLY close.

As Tom and Gatsby shoot dangerous glances at one another,

Daisy waves carefree back to Tom....

PAN UP: The cars tear over the Queensboro Bridge, toward the
glimmering, golden city...

SLAM CUT TO:
99.

INT. PLAZA HOTEL. SUITE - DAY

CRACK! CRACK! CRACK! Shards of ice spilt off from a hunk as a
bell-boy makes ice-cubes...

TOM

That’s enough...

The room is large and stifling hot, it has been filled with
huge ice buckets in an attempt to cool it. Gatsby, Tom, Nick,
Daisy and Jordan are bathed in a thin sheen of perspiration.
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DAISY
Open another window.
NICK

There aren't any more.
DAISY

Then telephone for an axe...
TOM

Forget about the heat. You make it
worse by crabbing about it.

GATSBY
Why not let her alone, old sport?
TOM

That's a great expression of yours,
isn't it?

GATSBY
What is?
Tom turns to Gatsby...

TOM

'Old sport’. Where'd you pick it
up?

DAISY

Now see here, Tom; if you're going

to make personal remarks | won't

stay here one minute.

Gatsby's foot beats a restless tattoo; Tom eyes him suddenly.

TOM

Mr. Gatsby, I understand you're an



Oxford man.
GATSBY
No, not exactly.

100.
TOM

Oh yes, I understand you went to
Oxford.

GATSBY
Yes - | went there.

Tom's laugh is incredulous and insulting.
TOM

Sure; the man in the pink suit went
to Oxford!
DAISY

Tom...!
Gatsby stands.

GATSBY
(slow, intense)
| told you | went there.

TOM

| heard you, but I'd like to know
when.

GATSBY

You’d like to know when....? It was
in nineteen-nineteen, | only stayed
five months. That's why | can't
exactly call myself an Oxford man.

Tom glances around to see if the others mirror his disbelief.

But they are all looking at Gatsby.
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GATSBY (CONT’D)
You see, it was an opportunity they
gave to some of the officers who

actually fought in the war.

Nick can’t help but smile.
NICK (V.0O.)

| wanted to get up and slap Gatsby
on the back.

DAISY

I'll make you a drink Tom, then you
won't seem so stupid to yourself...

But Tom’s not done yet.
101.
TOM

Wait a minute, | want to ask Mr.
Gatsby one more question.

GATSBY

Go on. Please Mr. Buchanan, go on.

TOM

What kind of a row are you trying
to cause in my house anyhow?

They are out in the open at last and Gatsby is content.

DAISY

He isn't causing a row; you're
causing a row. Please have a little
self-control!

TOM
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Self-control! I suppose the latest
thing is to sit back and let Mr.
Nobody from Nowhere make love to
your wife? Well, if that's the idea
you can count me out... See,
nowadays people begin by sneering
at family life and family
institutions and next you know
they'll throw everything overboard
and we’ll have intermarriage
between black and white!

JORDAN
We’re all white here, Tom.
GATSBY

Your wife doesn't love you. She's
never loved you. She loves me!

TOM
You must be crazy.
GATSBY

No, old sport. See, she never loved
you... She only married you because
| was poor and she was tired of
waiting. It was a terrible,

terrible mistake, but in her heart

she never loved anyone but me!

JORDAN

We should go...

GATSBY

Daisy and | have nothing to hide...
102.

DAISY

Jay let’s go, please...!
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TOM

Sit down Daisy!

GATSBY

(reassuring)

Yes, Daisy, please sit down.

Tom's voice gropes unsuccessfully for the paternal note.
TOM

What's been going on? | want to
hear all about it.
GATSBY

| just told you what's been going
on; its been going on for five
years...!

Tom turns to Daisy sharply.
TOM

You've been seeing him for five
years?

GATSBY

Not seeing. No, we couldn't; but
both of us loved each other all
that time, old sport, and you

didn't know. I used to laugh
sometimes, to think that you didn't
know...

TOM

Oh - that's all; you're crazy! |

can't speak about what happened
five years ago, because I didn't
know Daisy then - but I'll be
damned if | see how you got within
a mile of her unless you brought
the groceries to the back door. But
all the rest of that's a god-damned



lie. Daisy loved me when she
married me and she loves me now.
Tom starts to make himself a drink...

GATSBY
No...

103.
TOM

She does, though... And what's
more, | love Daisy too. Once in a
while I go off on a spree, but |
always come back, and in my heart |
love her all the time...

DAISY
You’re revolting...

Daisy’s voice drops an octave lower, filling the room with
thrilling scorn...

DAISY (CONT’D)

Do you know why we left Chicago...?

I'm surprised they didn't treat you

to the story of that little spree.

Gatsby walks over and stands beside Daisy.

GATSBY

That's all over now. Just tell him
the truth, that you never loved
him; and all this... all this pain
will be wiped out forever.

Daisy looks at Gatshy blindly.
DAISY

Why, how could I love him,
possibly?
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GATSBY
You never loved him.

Daisy hesitates; too late, she realizes what she is doing.

DAISY

| never loved him.
GATSBY

That’s right...
TOM

Not at Kapiolani?
DAISY

No.

TOM

(a husky tenderness)

Not that day I carried you down
from the Punch Bowl to keep your
shoes dry...? Daisy? Never?

104.

DAISY
Please don’t.
TOM
Daisy...

Her voice is cold, but the anger is gone.

DAISY
There, Jay.

She trembles as she looks to Gatsby...
DAISY (CONT’D)

You want too much! I love you now;
isn't that enough? | can't help

what's past.

(begins to sob)

| did love him once; but I loved

you too.
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GATSBY

(shocked, uncomprehending)
You loved me too?

TOM

(savage)

Even that's a lie. She didn't know
you were alive. There are things
between Daisy and me that you'll
never know, things that neither of
us can ever forget.

The words seem to bite physically into Gatsby.
GATSBY

| want to speak to Daisy alone.
She’s all excited now...

DAISY

Even alone | can't say | never
loved Tom. It wouldn't be true.

TOM

Of course it wouldn't.

Daisy turns to her husband.
DAISY

As if it mattered to you.

105.

TOM

Of course it matters. I'm going to
take better care of you from now
on.

GATSBY

You're not taking care of her any
more! Daisy's leaving you.



TOM

Nonsense.

DAISY

(with visible effort)
| am, though.
TOM

She's not leaving me; and certainly
not for a common swindler!

Tom's words suddenly lean down over Gatsby.

TOM (CONT’D)

Mr. Gatsby, who exactly are you
anyhow? You see, | have made a
small investigation into your
affairs... You're one of Meyer
Wolfsheim’s bunch.

Tom turns to the others and speaks rapidly.
TOM (CONT’D)

See, he and this Wolfsheim bought
up a lot of 'drug stores' and sold
bootlegged alcohol over the
counter!

GATSBY

What about it, old sport?

TOM

Don’t call me ‘old sport!” This

drug store business is just small
change compared to the bonds stunt
you and Wolfsheim have got going on

now.

GATSBY
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Well your friend Walter Chase isn’t
too proud to come in on it.

106.
TOM

I’ve been giving that some thought.
How does a reputable banker like
Walter Chase find himself up to his
eyeballs in debt to a little kike

like Wolfsheim?

GATSBY

It’s called ‘greed,’ old sport.
TOM

That’s right; you’ve got half of
Wall Street out there swilling your
free booze at that fun park every
weekend...

(to Nick)

I’m surprised he hasn’t tried to
drag you in...

Nick looks away sharply. Tom registers this.

TOM (CONT’D)
My God, he has...
GATSBY

He’s got nothing to do with--

TOM

With your little racket...

(to Daisy)

Daisy... Can’t you see who this guy
is? With his house and his parties
and his fancy clothes; he’s just a
front for Wolfsheim, a gangster, to
get his claws into respectable folk
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like Walter...!

GATSBY

(a vicious sneer)

The only respectable thing about
you, old sport, is your money,
that’s it, and now I’ve just as
much as you; so that means we’re
equal!!

Tom smiles with smug, condescending scorn.

TOM

Oh no, no, we’re different; I am,
(gesturing at Nick and

Jordan)

They are...

(now at Daisy)

She is;

107.
(MORE)

we’re all different from you - we
were born different, it’s in our
blood, and nothing you do, or say,

or steal or dream up, can ever
change that... And a girl like

Daisy will never...!

Gatsby explodes with terrifying rage.

GATSBY

SHUT UP! SHUT UP! SHUTTT UP!!!!

Shock jolts the room. We float toward Gatsby. His rage-filled
eyes stare into the void, as, with all his willpower, he

restrains himself from ripping Tom apart...
NICK (V.0)

Gatsby looked, in that moment... as
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if he had “killed a man.”
Tom snorts a dismissive laugh.

TOM

That’s right Mr. Gatsby, show us
those fine Oxford manners...

Gatsby recovers and turns to Diasy, who is trembling in the
corner, on the verge of tears.
DAISY

My sincerest apologies. I... | seem
to have lost my temper.

Struggling for self control, Gatsby turns toward her as if
Tom suddenly no longer exists.

GATSBY

Daisy darling... None of this has

any consequence. Don’t listen to

him Daisy.

Daisy blanches; Gatsby, now desperate, babbles incoherently.
GATSBY (CONT’D)

We’re going back to Louisville to

be married. Then we’re going to

live together in our house; it’s--

There is a feeling of excruciating unease in the room.
CLOSE ON: Nick.

108.

TOM (CONT'D)

NICK (V.0.)

He began talking excitedly, denying

everything... But with every word
Daisy was drawing further and



further into herself, until only
the dead dream fought on...

DAISY

Please Tom; | can't stand this
anymore!

Daisy is staring, terrified, courage gone; she looks to Tom.
TOM

You two start on home...

(to Gatshy)

In Mr. Gatshy's car.

Daisy is alarmed now.

TOM (CONT’D)

Go on. He won't annoy you. | think

he realizes that his little

flirtation... is over.

Daisy, hysterical, runs from the room; Gatsby pursues her.
GATSBY

Daisy...!

Daisy and Gatsby are gone. A terrible silence fills the room.
Tom begins wrapping the unopened whiskey bottle in the towel.

TOM

Want any of this? Jordan? Nick?
Nick?

NICK
What?

TOM
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Want any?
NICK

No... | just remembered - today's
my birthday. I’m thirty.

Tom mutters as he pours himself a drink...

TOM
Happy birthday...

Nick is staring out the window, lost in thought...
100.
NICK (V.0.)

Thirty - the promise of a decade of
loneliness...

NICK’S POV: To the setting sun and the Queensboro Bridge...
NICK (V.0))

The formidable stroke of thirty

died away, as Gatshy and Daisy

drove on through the cooling

twilight, towards death...

DISSOLVE TO:

INT. WILSON’S BEDROOM - TWILIGHT
MYRTLE FLIES PAST CAMERA as Wilson drags her across the room!

WILSON

God knows everything you've been
doing!

Grabbing his wife’s hair he presses her face to the window.

WILSON (CONT’D)
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You might fool me but you can't
fool God!

OVER WILSON’S SHOULDER, we see with shock, that he is looking
at the eyes of Doctor T. J. Eckleberg.

WILSON (CONT’D)

God sees everything!

Below the Eckleberg sign a train thunders through the level
crossing.

The final carriage clears to reveal Gatsby’s yellow car

waiting on the other side of the crossing.

CLOSE ON: Myrtle seeing the yellow car; a desperate whisper.

MYRTLE
(thinking its Tom)
He’s here...

WHACK! Myrtle gives a sudden backhand to Wilson’s face as she
twists from his grasp!

CUT TO:
110.

EXT. WILSON’S GARAGE - TWILIGHT
Standing outside his restaurant, the owner, MICHAELIS sees
Myrtle rush out of the garage shouting hysterically.

MYRTLE

Stop, Tom, please, stop!

I/E. GATSBY’S CAR - CONTINUQOUS

SUDDENLY'! Myrtle appears in the headlights of Gatsby’s car...
ECU: The sleeve of the pink suit and the 'Daisy" signet ring,

as Gatsby’s hand on the wheel tries to veer away...!

GATSBY
No...!
BUT the car STRIKES Myrtle!

SLOW MOTION, TERRIBLE, NIGHTMARISH, EXPRESSIONISTIC IMAGES:
Glass shattering, blood splattering, Daisy screaming,



Mpyrtle’s body flying through the air, her pearls showering
the night like a thousand new stars...
THUMP. Her torn open body hits the ground.

CLOSE ON: The giant billboard, the towering eyes of Dr. T.J.

Eckleberg, watching everything...

DISSOLVE THROUGH THE WHITES OF THEEYES TO:
INT. TOM’S COUPE - NIGHT

CLOSE ON: The coupe’s blinding headlights.

As the coupé nears, Nick, Tom and Jordan see the commotion.

TOM

Wreck...! Good. Wilson will have a
little business at last... Let’s

take a look..

JORDAN

Must we?
TOM
Just a look.

111.

INT. WILSON’S GARAGE - NIGHT

The dim garage is lit only by a swinging yellow globe.
Wilson stands on the raised threshold of his office, swaying
and wailing a high, horrible call.

WILSON
O, my Ga-od! O, my Ga-od!
A crush of gawking spectators speak in hushed tones.

CUT TO: Tom pushing through the crowd.
CLOSE ON: He stops, and makes a harsh sound...

MYRTLE’S BODY, wrapped in a blanket, lies on a work table.

Tom bends over it, shocked, motionless.
CUT TO: Nick, watching Tom’s reaction.
A POLICEMAN stands next to Tom taking down names.

POLICEMAN
(to Tom)
Sir. Sir, I’'m gonna have to ask you
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to step away--
TOM

Get off me...!
(regains his composure)
I’m fine. I’m fine.
POLICEMAN
You knew her?
TOM

(a long pause)
No... Not really...
POLICEMAN

Well then I have to ask you to step
back.

TOM
What happened...?
POLICEMAN

She ran out ‘inna road. Son-of-a-
bitch didn't even stopus car.

A well-dressed African American man steps near.

112.
WELL-DRESSED MAN

| saw it! It was a yellow car; big
yellow car.

CUT TO: Tom; a slow realization.
PUSH IN: On Nick; a disbelieving horror.

The Greek restaurant owner MICHAELIS pipes up.

MICHAELIS

Yeah, a big yellow duezy; custom
job.

Some of this conversation has reached Wilson; suddenly

sighting Tom, he moves toward him with a cry...
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WILSON

You don't have to tell me what kind
of car it was! | know what kind of
car it was!

Tom, realizing the danger, moves quickly and seizes Wilson.

TOM
(a soothing gruffness)
Pull yourself together...

Wilson, distraught, almost collapses, but Tom holds him
upright and pushes him into:

INT. WILSON’S OFFICE - CONTINUQOUS

Tom sets Wilson down and whispers intensely.

TOM

Listen, I just got here from New
York. I was bringing you the coupé.
That yellow car wasn't mine, do you
hear? | haven't seen it all

afternoon.

The policeman follows and turns suspiciously to Tom.

POLICEMAN
What color's your car?

TOM

Blue, a coupé; we've come straight
from New York.

MICHAELIS

Yeah, they just stopped...

113.
The policeman accepts, suspicious still...

POLICEMAN
Alright... Blue.



In the relative calm of the office, Wilson’s clouded,
desperate eyes look up at Tom.
WILSON

Who owns the yella’ car...?

TOM

(atiny pause)

Fella named Gatsby; he’s a crook,
George. Gives those parties the
papers are always talking about...

WILSON

Maybe he was the one foolin’ with
Mpyrtle; maybe that’s why he killed
her...?
TOM

Yeah. Maybe. Guy like that, who
knows...

Wilson starts sobbing again.
WILSON

Oh, Ga-od! Oh, my Ga-od!

He rests his head on Tom’s shoulder...
Tom consoles Wilson and then whispers...
TOM

Gatsby. Something outta be done

about a fella like that. He’ll

pay... Oh, he’ll pay...

DISSOLVE TO:

INT. TOM’S COUPE - NIGHT
CLOSE ON: Tom driving. He sobs...

TOM
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The goddamn coward didn't even stop
his car...

Jordan and Nick sit silently beside Tom; he turns to them,
triumphantly accusing...

114,

TOM (CONT’D)

You gonna defend him now, huh?
DISSOLVE TO:

EXT. BUCHANAN MANSION - NIGHT

The coupe drifts slowly up the drive.

EXT. BUCHANAN MANSION - NIGHT

As they walk up the stone staircase, Tom disposes of the
situation in a few brisk phrases.

TOM

I'll telephone for a taxi, Nick.

Come in and have some supper while
you wait...

Tom opens the door.

NICK

No thanks. I'll wait outside.
Tom stares at Nick, absorbing his disdain.

TOM

What is the matter with you?

Tom snorts and goes in; Jordan puts her hand on Nick’s arm.

JORDAN
Won't you come in, Nick?

NICK
No... thanks.
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JORDAN
It's only half past nine...
NICK

No. I think I’ve had enough... Of
everyone.

CLOSE ON: Jordan; she gives Nick a long, hurt look...
But Nick stares decisively back; after a moment he turns
sharply and walks off. Dejected, Jordan sweeps inside...
115.

EXT. BUCHANAN MANSION - NIGHT
As Nick’s feet crunch upon the white gravel of the drive, he
is startled by a voice from the shadows...

GATSBY
Hello old sport...

Cautiously, Nick approaches the hedge. The closer he gets the
more certain he becomes: Gatsby is hiding, just below Daisy’s
window. His pace quickens.

NICK

What are you doing!?

GATSBY

Just sitting here...

NICK

Yes, | can see that.

GATSBY

Did you see any trouble out on the
road?

NICK

Trouble!? That woman you ran down
is dead Jay!
GATSBY

| thought so... I told Daisy |
thoughts so--



NICK
Daisy? Do you hear yourself--
GATSBY

Its better that the shock should
come all at once--
NICK

What’s wrong with you!? How could
you!?

GATSBY

Please... Keep your voice down, old
sport.

NICK

Tom was right! You’re nothing but a
goddamn coward!

116.

GATSBY

(threatening)

Keep your voice down... There. Was.
No. Point. In. Stopping.

NICK

NO POINT!?

GATSBY

It, it killed her instantly. I--

NICK

Yes, | was there. | saw! It ripped
her open!

Panicked, Gatsby grabs Nick, trying to explain...
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GATSBY

| understand-- It was... my fault.
This woman just rushed out, as if
she wanted to speak to us... It all
happened so quickly. She-- I...
tried-- to turn the wheel.

NICK
She?

SUDDENLY'! The CREAK of a door opening. A shaft of light...
Henri emerges.

AN INTERMINABLE moment. Gatsby and Nick hold their breaths.

Finally, Henri goes back in.
CLOSE ON: Nick, a realization.
NICK (CONT’D)

It was Daisy?

Finally, and very slowly, Gatsby admits.
GATSBY

You see, after we left New York,

she was very nervous. She thought
driving would steady her. But this

woman, she just rushed out at us.

CUT TO: We replay the violent accident, this time fully
REVEALING that it was Daisy behind the wheel...

GATSBY (CONT’D)

It all happened so quickly. It
wasn’t her fault...

117.

(MORE)

It was my fault. | should have
taken the wheel...
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(intense)

No one must know. Promise me. No
one. Promise me.

NICK

Jay-- You shouldn’t be here. You
should get out of here.

Gatsby gazes back to the house...
GATSBY

No. No. No. I'm going to wait. I’ll
wait all night if necessary. You

see, Daisy’s locked herself in her
room, and she’s going to turn her
light off and on again if he tries

to bother her about that
unpleasantness this afternoon. If

he tries ANY brutality whatsoever--

NICK

Tom won't touch her. He’s not even
thinking about her...
GATSBY

Oh, I don't trust him, old sport. |
don’t trust him.

Nick considers the light at the end of the terrace.

NICK

Alright. Alright... You wait here.
I’1l see if there’s any commotion.

GATSBY

Would you do that for me? Thank
you. Thank you, old sport.

EXT. BUCHANAN MANSION - TERRACE - NIGHT

Nick skirts the terrace...

Rounding the corner, Nick, unseen in the shadows, can see Tom
and Daisy sitting at one end of the vast dining table, a
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plate of cold chicken and two bottles of ale between them.
As Tom speaks intently and earnestly at Daisy, his hand falls
gently upon hers and she nods tiredly in agreement...

TOM

Its going to be all right...
118.

GATSBY (CONT’D)

Then, very slowly, Daisy lays her head on Tom’s shoulder.
CLOSE ON: Nick, shocked... angry.

DISSOLVE TO:

EXT. NICK’S BUNGALOW - PORCH - NIGHT

DISCOVER: Nick sitting, drinking from a bottle of whiskey...

The sound of a car coming up Gatsby’s drive...

INT. GATSBY'S GARAGE - NIGHT

CLOSE ON: Gatsby cleaning blood from the Duesenberg’s fender.
Nick appears, coming across the yard.

NICK
Jay? Everything alright...?

Exhausted, Gatsby turns...
GATSBY

Oh, hello, old sport. Yes, yes,
everything’s just fine... About

four o'clock she came to the
window; she stood there... Then,
well, she turned out the light...
So...

(beckons to the car)

Give me a hand will you old sport?

CLOSE ON: Nick.

NICK (V.0.)
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| should have told him what | had
just seen. But all I could manage
was...

NICK
Jay... You oughtta go away.

He helps Gatsby cover the car.
NICK (CONT’D)

Tonight. They’ll trace your car.

GATSBY

(as if Nick is crazy)

Go away? I can’t leave now. Not
tonight.

119.
NICK

Do you understand that a woman has
been killed--?

Nick follows him from the garage toward the house.
GATSBY

Daisy’s going to call in the
morning. Then we’ll make plans, to
go away together.

NICK

But Jay she--

Sensing Nick’s tone, Gatsby cuts him off and banishes all
doubt with intense certainty.
GATSBY

She just needs time to think...
(he continues, calm)
She’ll call. In the morning. She
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just needs time to think.
NICK

Jay--

GATSBY

She just needs to think. She’s
going to call in the morning.

Gatsby smiles that smile of endless possibility...
He turns to go in but stops.

GATSBY (CONT’D)

Wait up with me? The suns almost
up...

NICK (V.0.)

That was the night he finally told
me the truth. All of it.

DISSOLVE TO:

INT. GATSBY’S CASTLE - MAPROOM - NIGHT
Gatsby’s voice echoes through the empty halls of his vast,

lonely mansion as he confesses...
GATSBY

You know, | thought for awhile 1
had a lot of things... But the
truth is... 'm empty.

120.
(MORE)

I suppose that’s why I make things
up about myself... But [‘'ve wanted
to tell you the whole story for a
long time... You see. | grew up,
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terribly, terribly poor, old sport.
My folks were, well--

As Gatbsy continues, Nick’s V.O. FADES UP:
NICK (V.0.)

He revealed his humble beginnings,
his transformative voyage with Dan
Cody, the war, Oxford, and how he’d
joined Wolfsheim in the business...

DISSOLVE TO:

EXT. GATSBY’S CASTLE - WHARF - PRE-DAWN
In the silvery pre-dawn, Nick and Gatsby trail slowly toward
the end of the dock.

NICK (V.0.)

It was also that night that I
became aware of Gatsby’s...
extraordinary gift for hope.

GATSBY

...I can't describe to you how
surprised I was to find out that |
loved her, old sport. And that she
loved me too.

NICK (V.0))

A gift that | have never found in
any other person...

GATSBY

| never realized just how
extraordinary a nice girl could be.

NICK (V.0.)

And which it is not likely I shall
ever find again.
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GATSBY

| thought out my life with Daisy in
it, trying to figure out how we
could marry and struggle along on
so many dollars a month...

Finally, Nick is able to ask:
121.

GATSBY (CONT'D)
NICK

What was in the letter?

Gatsby reaches the end of the wharf and looks to the green
light across the bay...
GATSBY

The truth, the reason why after the
war, I hadn’t been able to return--

In the clouds overhead, the IMAGE OF DAISY, in the bathtub

with the DISSOLVING LETTER... And now, we can see what Gatsby
wrote in that fateful, last letter: “Daisy, the truth is...

I’m penniless.”

GATSBY (0.C.) (CONT’D)

I asked her to wait until I’d made
something of myself. But-- She was
young, there was so much pressure.

The IMAGE of Daisy fades...
GATSBY (CONT’D)

You see, | felt married to her...
That was all.

NICK (V.0.)
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It had all been for her. The house
the parties, everything.

CUT TO:

INT. WILSON’S GARAGE - DAY

CLOSE ON: A hand takes a revolver from a desk drawer...
It is Wilson.

FLOAT: Toward the window behind him...

WE SEE the staring eyes of Doctor T. J. Eckleberg.

WILSON
God sees everything.

EXT. GATSBY’S CASTLE - TERRACE - MORNING
Nick and Gatsby are finishing breakfast.

HERZOG

Mr. Gatsby sir, excuse me, Chicago
calling sir.

122.
GATSBY

Now now. Keep it open. For a
personal call...
HERZOG

A personal call? Of course.
The GARDENER comes to the foot of the steps.

GARDENER

I'm going to drain the pool today,
Mr. Gatsby.
GATSBY

Not today. It’s so beautiful.

(to Nick)

You know, old sport, I've never
used that pool all summer?



256

Gatsby enthusiastically heads down the stairs...
GATSBY (CONT’D)

Let’s go for a swim. I’ll have the
phone transferred to the pool...

As Gatsby heads toward the pool, Nick checks his watch...
NICK

Jay, I’ve got to go. I have to
work.

GATSBY

I understand... Well, I’'ll walk you
out.

Gatsby leads Nick toward the side gate. At the gate...

NICK
I'll call you up.
GATSBY

Do, old sport, please do.

(a thought)

| suppose Daisy'll call too.

NICK

| suppose so... Well... Goodbye.

Nick lingers... Then they shake hands and he starts away.

Just before he reaches the hedge he turns back and calls:
123.

NICK (CONT’D)
They're a rotten crowd! You're

worth the whole damn bunch put
together!



First Gatsby nods politely, and then his face breaks into
that radiant and understanding smile.
NICK (V.0.)

| was always glad | said that... It
was the only compliment | ever paid
him.

DISSOLVE TO:

INT. PROBITY TRUST BUILDING - NICK’S OFFICE - DAY
CLOSE ON: Nick, tired, sick-looking.
NICK (V.0.)

That morning, Wall Street boomed,
its usual golden roar... But |

wasn’t worth a decent stroke of
work. | waited for Gatsby to call
with news...

EXT. GATSBY’S CASTLE - POOL - DAY
Gatsby heads for the pool, ready to swim...

NICK (V.0))
While he waited for Daisy...

SPLASH! Gatsby dives gracefully into the pool.

We see Gatsby from below, body gliding through clear water.
INT. BUCHANAN MANSION - DAISY’S BEDROOM - DAY
CLOSE ON: A white telephone on a ivory plinth.

REVEAL.: Daisy, considering the phone...

EXT. GATSBY’S CASTLE - GROUNDS - DAY

A gun dangles from a hand.

Wilson’s scarecrow shadow ripples across the lawn.

124.

EXT. GATSBY’S CASTLE - POOL - CONTINUOUS
Gatsby’s head breaks the smooth, green surface of the water.
SUDDENLY'! BRRRING!!! The phone rings...

Gatsby smiles and gazes across toward the green light, toward
Daisy.
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PULL FOCUS: Atop the monumental stairs, Wilson, raises a gun.
THE CRACK OF A GUNSHOT!

CLOSE ON: Gatshy - a moment of strangled, startled, wonder...
His lips form a final, breathless...

GATSBY
Daisy...

Then his face hardens as he slowly falls backwards... SPLASH!
Placing his gun in his mouth Wilson pulls the trigger.
BANNNGG!

INT. PROBITY TRUST BUILDING - NICK’S OFFICE - CONTINUOUS
A SILENT IMAGE of Nick screaming into the phone.

INT. BUCHANAN MANSION - DAISY’S BEDROOM - CONTINUOUS
Daisy’s hand rests on the phone... She never called.

DISSOLVE TO:

EXT. GATSBY’S CASTLE - POOL - DAY
Gatsby’s body descends through a cloud of blood...

NICK (V.0))

After all these years, | remember
the rest of that day, and that
night and the next day as an

endless drill...

Looking up from the bottom of the pool we see a crowd of
staring faces and the pop of flashbulbs through water...

NICK (V.0.)

...of police and photographers and
tabloid reporters.

125,
(MORE)

The headlines were a nightmare...
They pinned everything on Gatsby.
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THROUGH THE WATER HEADLINES FADE IN:
“BOOTLEGGER KILLS MISTRESS!”

NICK (V.0.)

The affair with Myrtle...

“HIT AND RUN”

NICK (V.0.)

The hit and run...

“GATSBY GUILTY OF MURDER!”
NICK (V.0.)

Everything.

INT. GATSBY’S CASTLE - GRAND BALLROOM - DAY
ECU: Gatsby’s ghostly face...
NICK (V.0.)

And there was nothing | could say
except the one unutterable fact
that none of it was true...

PULL TO REVEAL.: Gatsby, immaculately attired, is laid out in
a silver coffin and crowded by a crush of policemen,
photographers and reporters...

INT. BUCHANAN MANSION - PORTICO - DAY

TOP SHOT: Servants carry endless luggage through the hall,
down the stairs, and out the front door...

BRRIIING!!! A phone rings OFF-SCREEN.

At the bottom of the stairs, DISCOVER: Daisy and Pammy.

DAISY

(explains to Pammy)

Daddy’s taking care of his two
favorite girls...

BRRIIING!!!

PAMMY

But where are we going?

126.



NICK (V.0.) (CONT'D)
DAISY

Just for a little trip. Just you,
me, and daddy...

BRRITING!!!

Tom appears beside Daisy.
TOM

(tenderly)

We should go.

BRRIING!!! Finally, at the top of the stairs, Henri answers.

HENRI
Buchanan residence.

INT. GATSBY’S CASTLE - GRAND BALLROOM - CONTINUOUS
DISCOVER: Nick sits atop the deco stairs, telephone in hand.
Gatsby coffin is directly below...

NICK

May I speak to Mrs. Buchanan? It’s
Mr. Carraway, her cousin...

HENRI (O.S.)

Madame is not available.

NICK

Well, when you see her, will you

tell her, the funeral’s tomorrow?
INT. BUCHANAN MANSION - PORTICO - CONTINUOUS
Henri looks down to Tom, who shoots a “we’re not here” look.

HENRI

I’m sorry, but... They have gone
away.

NICK (0.S.)
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Gone away...? Do you know when
they’ll be back.
HENRI

No.

127.

INT. GATSBY’S CASTLE - GRAND BALLROOM - CONTINUQOUS
NICK

Please, I know she would want to be
there. If you could just get a
message to her--

HENRI (O.S.)

| have no further information
monsieur. Au revoir.

INT. BUCHANAN MANSION - PORTICO - CONTINUOUS
CLICK. Henri abruptly hangs up.

NICK (0.S.)

Hello...? Hello!?

The Buchanan family exits...

INT. GATSBY’S CASTLE - GRAND BALLROOM - CONTINUOUS
As Nick slowly, bitterly hangs up the telephone...

NICK (V.0.)

They were careless people, Tom and
Daisy. They smashed up things and
people and then retreated back into
their money and their vast
carelessness...

He looks to the throng of press swarming like vultures around
Gatsby’s casket. Seized by fury, he snaps and screams as he
advances down the stairs!

NICK

GET OUT! ALL OF YOU OUT! GET
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DISSOLVE TO:

INT. GATSBY’S CASTLE - GRAND BALLROOM - NIGHT
Time has passed. Nick sits on the steps slouched against the
rail. He looks down to Gatsby’s still face, sad, alone...

NICK (V.0.)

| rang, | wrote, | implored...
THE CAMERA PUSHES SLOWLY DOWN TOWARD GATSBY:

128.

NICK (V.0.)

But not a single one of the

sparkling hundreds who had enjoyed
his hospitality all summer,

attended the funeral...

ECU: Gatsby.
NICK (V.0))
And from Daisy, not even a flower.

Distraught and exhausted, Nick’s eyes slowly close...
NICK (V.0.)

I was all he had; the only one who
cared...

DISSOLVE TO:

INT. SANITARIUM - DOCTOR’S OFFICE - SUMMER - MORNING
Nick is sound asleep on the couch, his typewriter and dozens

of type-filled pages in front of him. Clearly, he has been

writing all night...

The Doctor enters. He looks tenderly to Nick, and picks up a

loose page from the floor...

DISSOLVE THROUGH THE PAGE TO:



EXT. NEW YORK CITY - DAY
Its winter now.
The city is blanketed by an unforgiving, cold grey sky...

NICK (V.0.)

After Gatsby's death, New York was
haunted for me...

DISCOVER: Nick, a tumult of anger, grief and despair,
wandering unshaven through a Fifth Avenue crowd...

NICK (V.0))
That city... My once golden...
shimmering mirage, now made me

sick.

DISSOLVE TO:
129.

EXT. GATSBY’S CASTLE - FRONT GATES - EVENING
DRIFT TOWARD: Gatsby’s castle, ghostly in the moonlight.

NICK (V.0.)

On my last night in New York... |

returned to that huge, incoherent

house once more.

DISSOLVE TO:

INT. GATSBY’S CASTLE - NIGHT

Very drunk, Nick trails over broken relics of lost grandeur,
through rooms that have been stripped...

NICK (V.0.)

Wolfsheim’s 'associates' had
cleaned the place out...

ALL AROUND NICK: Ghostly images from Nick’s memory - from all
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those glittering parties, haunting snatches of music,

laughter and conversation, imagery - mixing and FADING IN AND
OUT...

JORDAN

He threw all those parties hoping
she would wander in one night...

NICK

Its like an amusement park...
DAISY

But how do you live her all alone?
GATSBY

She makes it look so splendid,
don’t you think, old sport?

DAISY

Music! And then we can dance all
night...

GATSBY

Will you come old sport? We... need
you.

DAISY

I wish it could always be like
this...

130.

GATSBY
It will be...

DISSOLVE TO:
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EXT. GATSBY’S CASTLE - TERRACE - NIGHT
Nick wanders out as a light rain beings to fall.

NICK (V.0.)

| remembered how we had all come to
Gatsby’s, and guessed at his
corruption... While he had stood
before us concealing an

incorruptible dream...

A FINAL MEMORY:: Gatsby and Daisy together on the dance-
floor... Daisy leans in and whispers happily to Gatsby...

DAISY

Its perfect... From your perfect,
irresistible imagination.

DISSOLVE TO:

EXT. GATSBY’S CASTLE - WHARF - NIGHT
Nick stumbles along the dock; the rain falling steadily now.

NICK (V.0.)

The moon rose higher... And as |
stood there, brooding on the old,
unknown world, I thought of
Gatsby's wonder when he first
picked out the green light at the
end of Daisy's dock.

Nick looks to the end of the dock, where he first saw Gatsby
that warm summer night...
NICK (V.0))

He had come such a long way...

And suddenly, shimmering ghostly through the rain, Gatsby’s
silhouette can be seen once more, gazing out across the bay.



NICK (V.0.)

And his dream must have seemed so
close that he could hardly fail to
grasp it.

Gatsby turns back towards Nick, and smiles...
131.
NICK (V.0.)

He did not know that it was already
behind him...
Nick smiles back.

NICK (V.0.)

Gatsby believed in the green light,
the orgastic future that year by
year, recedes before us...

PUSH PAST GATSBY: Out over the water, toward the green light
eternally pulsing at the end of Daisy’s dock...

NICK (V.0.)

It eluded us then, but that’s no
matter - tomorrow we will run
faster...

Gatsby reaches out--

NICK (V.0.)

Stretch out our arms farther... And
one fine morning...

As we PUSH PAST Gatbsy’s outstretched hand, THE OPENING IMAGE
RETURNS: The green light pulsing in the abstract dark...
Nick’s final words appear as TYPE ON THE SCREEN.

NICK (V.0.)
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So we beat on, boats against the
current, borne back ceaselessly,
into the past.

DISSOLVE TO:

INT. SANTITARIUM - NICK’S ROOM - SUMMER - DAY

Nick pulls a final page from his typewriter, sets the page on

top of his completed manuscript and we clearly see the title:

“GATSBY.”

Nick considers this and then handwrites:

“THE GREAT...”

DISSOLVE THROUGH THE FINAL TITLE - “THE GREAT GATSBY” - TO:
The green light. It pulses one last time... Then, fades to

BLACK.

THE END.
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ANEXO C — DP04 — Storyboards



8B038_01.01.10 Glamorous party

The distant lights of Manhattan as seen from a high crane outside Gatsby's gate,
The camera begins to pan...

8B038_01.02.10 Glamorous party SHOT/ 1"\

The camera pans from the distant lights of Manhattan along a long, long line of traffic,
the headlights forming a continuous stream from the city to Gatsby's door.

8B038_01.03.10 Glamorous party SHOT/ 1"\
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8B038_01.04.10 Glamorous party SHOT,

Crane down to: A haughty couple in a chauffeur driven car begin to turn into Gatsby's
drive. The car waits as Gatsby's staff open the gates.Behind them in the traffic jam a
car begins to speed up wildly...

8B038_01.05.10

Glamorous party SHOT/ 1\

Camera in tight on the limo as the wild party girls speed up and overtake as the
gates open. The passengers of the limo turn and look as the party girls approach, their
gaze leading us to the careening party giri car...

8B038_01.06.10 Glamorous party SHOT,

Camera in tight on the limo as the wild party girls speed up and overtake as the
gates open. The passengers of the limo turn and look as the party girls approach, their
gaze leading us to the careening party girl car...
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8B038_01.07.10 Glamorous party SHOT,

{ i

Oy
The cars pass us, the party girls' car swerving in front and dashing through the open
gate towards Gatsby's party. The camera follows the party girls through the gates...

8B038_01.08.10 Glamorous party SHOT,

The girls' car speeds away towards Gatsby’s magnificent castle. Glorious, flluminated
fountains line the drive. The girls' car disappears momentarily behind foliage.
The camera follows them, low, towards the party.

8B38_01.09.10 Glamorous party SHOT/ 1"\

As the camera cranes up the frame is filled with foliage to reveal....
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8B38_01.10.10 Glamorous party

v

wny M

Clearing the foliage revealed to us is Gatsby's mansion. The thronging crowd has the
appearance of a rock concert - cars and people surge towards the door.

SBO38 Glamorous party ROUGH st 2\

2
Z
1/,

N\

SB0038 Glamorous party ROUGH
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“Benny McClenahan; a purveyor of avant garde publications, always arrived with four
girls. Never quite the same ones...”
Benny and girls come down stairs. The camera swoops down with them.

As camera skims past the 1 esaeitispackedwlthgamblersa.ndgdfgeom
‘women watching on: “Reepect.abla banker Walter Chase came to gamble..”

Camera follows Walter as he leaves the map room, cleaned out. He crosses to the garden...
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SB042_02.01.04

8B042_02.02.04
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'“And Klipspringer of course, a musical prodigy of quégtionable genius whom we called
‘the boarder”... "
Camera cranes up over the piano to find...

Nick on the terrace, gazing out ovér the party
“Wow"
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