
CHARACTERS

GARRETT

A man set in his life, stuck in a comfortable rut. Chubby. 
Mid 30s - Mid 40s. The larger aspirations of his early 20s 
have given way to the reality of living on a paycheck, 
and, after struggling with this for a few years, he has 
become fine with it, even happy. Everything in his life 
is fine. Ok. Alright. Livable. Doable. Favorite movies in-
clude: Ghostbusters, Airplane, Zoolander, Anchorman, 
and Field of Dreams.

FIONA

A girl with meanness in her eyes. Gets off on annoying 
others. Sees the whole world as her little brother, and 
always wants to put a rock in everyone’s shoe just to 
watch their squirm. She hides all this well, and people 
see her as a kind child. Favorite movie is the first Hunger 
Games.

DIANE

A woman with dreams in her eyes. Seeking better 
things. Seeking a person to hold her in the night. Larg-
er, chubby. Always been that way. Had a boyfriend who 
became her husband from sixteen to thirty-five, but he 
died in a car accident and she hasn’t been with anyone 
since. Favorite movie is Love Actually.



DIRECTOR’S STATEMENT

When I was fifteen, I got a call on my cell-phone. A woman asked if I knew where Gary 
was. I didn’t even know a Gary. I told her she had the wrong number. She said I had 
sexy voice and asked about me. I told her about myself, including that I was fifteen. 
She hung up. It’s been more than decade since then, but I still wonder what would’ve 
happened if I hadn’t reveled my age. Would we have met up? Would we have fallen 
in love? Would we still be together?

Around that same age, I used to go into online adult chat rooms. Sometimes I would 
be a man. Sometimes I would be a girl. Once me and this girl chatted for awhile. She 
sent me a picture of herself. She was very overweight. I never messaged her again. I 
still feel bad about that. Now I am overweight. Now I wonder if the photos I have on 
OK Cupid make me look too fat. Now I try to hide myself in larger clothes.

What would have happened if I had met either one of these woman in person? Would 
they have lined up with my fantasy version of them? Of course not. That’s delusional 
thinking. Yet I still thought it. This is where Smother Me In Hugs comes from. It takes 
my secret life of fantasy lust and all things I hate about myself -- living in an imagined 
life of touching knees and phone calls, being overweight, having perverse thoughts, 
mucking around in loneliness -- and turns it into a sad type of comedy in the mode of 
Punch-Drunk Love, Buffalo ‘66, and The Heartbreak Kid. 

Why comedy? Well, what other way is there to go through life other than laughing at 
all the shit you’ve got on your shoes? If I laugh at Garrett, it’s because I’m laughing at 
myself, and I’m always laughing at myself. 

Often, I laugh at how I look versus how I feel. I feel skinny on the inside yet my belly 
tells me different. This year I noticed I have more stretch marks. They used to be just 
on my shoulders. Now they’re on my stomach too. Sometimes, I still order Seamless 
in at night even though I’ve already had dinner. 

I don’t usually see people who look like me in the leading roles of movies. There aren’t 
too many movies out there about chubby guys and chubby girls who get together. 
When a movie is about a chubby guy, a lot of times it’s about him accepting himself 
for who he is. What a bunch of bolonga. I’m chubby. I hate myself. 

I believe in this story because I’m embarrassed by it and what it reveals about me.



FILMMAKING METHODS
There’s an ineffable quality to many of the films I love, a stink of life to them. Robert Altman’s work in particular has 
this feeling to it. I try to get this quality into my own work. My method of doing this is partly through improvisation -- 
of actors, of writing, and of camera. I do still do considerable preparatory work -- storyboarding, shotlists, floorplans, 
etc. -- but when I’m on set, I try to be sensitive to the needs of any particular moment, to follow the arc of the movie 
I’m making and not the movie I made in my head before production. This can mean rewriting the day of, coming 
up with new scenes, rethinking shots. Additionally, I try to keep all lines of communication open with my heads of 
department and my actors, so that ideas are coming from everyone. While I’m in charge of the film and making all 
decisions, I don’t pretend that I’m the smartest person in the world. Sometimes someone else is going to have a 
better idea than I am, and I have to be ready to listen.

ACTORS
I spend a lot of time in casting, and Smother Me In Hugs will be no different in this regard. When I bring an actor 
in for a callback I always improvise with them so I can see if he or she is reactive moment to moment. In rehearsals, 
I often have the actors improvise the dialogue of a scene, put it in their own words to try and bring greater au-
thenticity to their performances. This film will be no different. I am not averse to throwing away whole scenes and 
coming up with new ones with the actors on set if something isn’t working. While this can be stressful, I’ve become 
comfortable with it. 

CAMERA
The camera in this film will live in two modes: the deadpan and the mobile. By deadpan, I mean stationary, wide. This 
will be used for the more comedic moments of the film: a large wide of Garrett in his attendant’s booth, an empty 
parking lot behind him, the erotic phone call going on. By mobile, I mean more clearly expressive -- fast track-ins, 
dollying with Garrett: as the phone rings the second time we quickly push in on the handle as he picks it up and 
brings it to his ear. In these moments, we will be with Garrett. They will aid in the creation of a clear subjectivity. By 
placing the deadpan camera next to the mobile one, I hope to create a comedy of perspective. At first we’re with 
Garrett, excited about this phone call. Then, bam, cut out to the large wide. It’s still just a man in a box on the phone. 
Part of what I’m interested in is contradiction. The story features it -- a lustful man at the end of the film performs a 
romantic act. I wonder if I can have visual contradiction as well, in terms of shooting styles. This is why I’m interest-
ed in both the mobile and the deadpan. One seems subjective, one seems objective. What happens when they 
merge?  

We will use anamorphic lenses for the film. Most often used on dramatic projects, these lenses will add a level of 
gravity to the film that will help to make its absurdity more realistic because of the audience’s association with how 
the lenses look. Additionally, certain older anamorphic lenses can warp at the edges, breath when focusing, create 
dramatic out-of-focus backgrounds. These are organic elements that make the image less clean, more individual, 
more disassociated from normal. The warping of the image will duplicate the psyche of Garrett.

The background out-of-focus areas warp and curve from the use of the anamorphic lens in these stills from 
Dogtooth and Silent Light.

The film will use zooms sparingly, only to zero in on Garrett’s thought process -- when he’s at the deli and not think-
ing about the world around him, when he’s in the car after Fiona’s ridden away, when he’s outside after haranguing 
Diane. These are moments of intense personal reflection, and the zooms will be used to evoke that.
 
My main goal with the camera in this film -- and with pretty much everything in this film -- is to be empathetic.



CREW
It takes a village to make a movie, and I think I’ve finally found mine. On my last film I had Angelos Rompolis as DP, 
Tim O’Connor as AD, Alex Cannon as AC, and Julia Fields as my Production Designer. I’ve worked extensively with 
all four of these people in the past, both on my own films and on their films. I’ve gaffed for Angelos, been the DP 
for Tim. Julie and I have been friends since high school. Alex and I have been close since first year of Columbia, 
and he’s ACed for me when I shoot for Tim. We all speak the same cinematic language -- have similar tastes and 
references. But more importantly, these are people I can trust to challenge me on my decision making, to bring up 
issues with the script or with the shots that I hadn’t thought of. 

Tim O’Connor and I have been working together for almost eight years at this point, since we were both eighteen. 
We met on the first day of college, and to call him simply my AD would be an incredibly disservice  to what he does 
on my films and in my life. He’s a creative partner, in addition to be being what I would call a dramatically-focused 
AD. He’ll let a scene go on for longer than scheduled if the material’s not in the can, and then change the schedule 
accordingly. I really couldn’t make films without him. 

As a DP myself, it’s hard to find a cinematographer I can trust. Angelos, though, is an easy choice. He’s a Zen master 
on set, whistling the theme to The Godfather as he lights a set up. He sees problems as opportunities, which is in-
credibly refreshing. With Angelos behind the camera, I know I can spend the first few takes working with my actors, 
making sure the performance is right, before jumping behind monitor. There’s a level of mutual trust and respect.

I make sure to at least meet in person almost every single crew member that will work on my films before hiring 
them. I consider the hiring of crew members very similar to that of casting. What’s going on outside of the frame 
impacts what’s inside of it. At the end of the day, if there’s stress and tension on set that’s my fault, so I try to do 
everything I can before actual production to make sure that won’t occur. 

REFERENCES
For Smother Me In Hugs, I am using a number of references. In the world of painting, the empathetic portraiture of 
Lucian Freud, who uses a rough brush stroke to capture the unusual subjects in striking poses. His use of shadow 
to outline form and his choice of subjects in particular are enlightening for me.

From the world of films, I am drawing from two movies: Buffalo ‘66 and Punch-Drunk Love. 

Buffalo ‘66, in many ways, is a deconstruction of a male stereotype. A macho man at his core is reveled to be in 
truth needing love. Vincent Gallo seems like a pent-up man full of anger when in reality he’s hurt, deeply so. My 
story feeds into the same idea.

Punch-Drunk Love is a story of a damaged and lonely man cut off from the world, who, searching for connection, 
reaches out to the wrong place, causing himself harm. When he finds love, he is able to conquer his problems.

Buffalo ‘66, while it does feature expressive and unusual camera work, is mostly shot in a deadpan, stationary man-
ner (barring a number of key scenes). Punch-Drunk Love is shot with an incredibly expressive camera, romantic 
even.

Most of all, both of these films are aggressive in how they are styled. They are 110% what they are, and I admire 
that and seek to do the same.



Stills from Buffalo ‘66

Stills from Punch-Drunk Love
COLOR

The color scheme of the film will be pale but the image itself will be saturated. Garrett will dress in pale blues. Diane 
will be light yellows. Fiona will be in dull greens. Those are my current feelings. The locations themselves, how they 
look, what color they are, will influence these decisions greatly. While I’d like to find a place that fits into this color 
schema, I’m prepared to change it if the location works. The colors will feel natural to the spaces themselves, won’t 
stick out.

LIGHTING
The film will start off being more washed in light, softer. This will help ground the picture. As the film goes on, less 
and less light will be used. Characters will start to be seen in silhouette. 

Partly, this will be a result of the scenes occurring during night, but more so this will replicate Garrett’s journey from 
fantasy to reality.

Street at nightDeli Exterior at NightApartmentParking Lot

LOCATIONS
The locations will be dirty and unclean. For the most part, I want to try and locations that are pre-dressed, are filled 
with life. I want the locations to be part of the story. 

I like when there are items in the production design that themselves tell a story -- background details. These are 
key to atmosphere and realism.


