
	 anole’s script, a true-life story about a 	
	 scruffy Cuban mailman who races against	
	 the odds in the 1904 Olympic mara-	
	 thon, went through several rewrites 
before it started winning awards. Despite the 
mounting accolades, the writer still wants 
to improve the most important scene of the 
script—the climax. In it, in spite of racism, 
political opposition, and rampant cheating, 
Felix Carvajal, the main character, fights his 
way toward the finish line. 

Scene Fix: Felix the Flyer

b y  J e n n a  M I L L Y
T h e  C r a f t

C

Script’s new feature gives aspiring scribes the chance to have their scenes 
evaluated by master screenwriters. 

In this issue, Peter Iliff (Point 

Break, Patriot Games, Varsity 

Blues) and Mike Rich (Finding 

Forrester, Radio, The Rookie) 

look at a scene from Chris 

Canole’s Felix the Flyer, a spec 

script that has been racking up 

prizes from several well- 

regarded contests. 

INT. OLYMPIC STADIUM  
ENTRANCE — DAY 

Sheridan shoves his way 
through the spectators 
jamming the road and 
searches for Felix. He 
shouts out like a father 
searching for a lost 
child. 

SHERIDAN 
Felix! 

Screenwriter Chris Canole
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REVIEWEr  rUNDOWN
Peter Ili�

PATRIOT GAMES

Yards down the road he 
sees a crowd circled 
around someone lying on 
the ground. 

FELIX 
Right here! 

Sheridan runs up and 
pushes the crowd aside to 
see Felix convulsing like 
he’s crying. He kneels 
down with his gold medal 
dangling in Felix’s face. 
Sheridan and Felix do not 
see Corey run past. 

SHERIDAN 
Stop crying, Felix. 

Felix turns his face to 
Sheridan revealing dry 
eyes and his mouth and 
moustache covered with 
dry vomit. Sounding like 
the young boy who thought 
he wasn’t strong enough 
to carry the mail, Fe-
lix lapses into speaking 
Spanish. 

FELIX 
No mas. 

Sheridan realizes the 
crying is actually dry 
heaves. He takes the sur-
render towel and wipes 
Felix’s face. 

SHERIDAN 
Get up. 

Felix coughs and strug-
gles to speak. 

FELIX 
Why? The race is over. 
Lorz won. 

SHERIDAN 
No, he didn’t. He 
cheated. 

Felix closes his eyes 
to absorb what Sheridan 
said. 

FELIX 
And Hicks? 

SHERIDAN 
I don’t know. You can 
still win. 

Sheridan’s statement re-
kindles hope in Felix’s 
eyes. Felix makes an ef-
fort to get up. But he 
falls. 

SHERIDAN 
Remember Phidippides! 

Felix manages to roll 
himself over and get on 
hands and knees looking 
like a baby staring face-
to-face with Sheridan. 

FELIX 
He died in the end. 

SHERIDAN 
It’s not the end. And 
you’re not dead. 

Sheridan holds out his 
hand to assist Felix. 

VARSITY BLUES POINT BREAK THE ROOKIE RADIO FINDINg FORRESTER

SHERIDAN 
Let me help you up. 

FELIX 
No! I’ll be disquali-
fied. 

Felix stands and takes 
wobbly baby steps. 

MARATHON — FINISH LINE 

Mike Rich

How can I play up the 
“sports” genre in this 
scene?

Peter Iliff says: A fallen athlete needing 
coaxing to stand up is a cornerstone of the 
sports genre. The first exercise is to look at 
other films with similar moments—or sports 
history—and see what works and what doesn’t. 
Steal from the best is always my motto, but in 
seriousness, it’s more like reinventing the wheel 
and trying to learn from and improve upon 
what the masters have done cinematically. 

Mike Rich says: The power in this mo-
ment shouldn’t hinge on what Felix says, but 
what he doesn’t say. As currently written, the 
exchange between Sheridan and Felix tends 
to fall into a rhythm of “he said, he said;” 
i.e., Sheridan saying one thing and then Felix 
responding.

The sports genre film usually succeeds 
or fails (as do many genres) on the strength 
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The Bad News Bears, 1976
Screenplay: Bill Lancaster

Bend it Like Beckham, 2002
Screenplay: Gurinder Chadha &  

Guljit Bindra & Paul Mayeda Berges

Breaking Away, 1979
Screenplay: Steve Tesich 

Bull Durham, 1988
Screenplay: Ron Shelton 

Cinderella Man, 2005
Screenplay: Cliff Hollingsworth	and  

Akiva Goldsman

The Color of Money, 1986
Screenplay: Richard Price

Days of Thunder, 1990
Screenplay: Robert Towne 

Field of Dreams, 1989
Screenplay: Phil Alden Robinson

Hoop Dreams, 1994
Screenplay: Steve James and  

Frederick Marx 

Hoosiers, 1986
Screenplay: Angelo Pizzo

The Jesse Owens Story, 1984
Screenplay: Harold Gast

The Karate Kid, 1984
Screenplay: Robert Mark Kamen 

The Longest Yard, 1974
Screenplay: Tracy Keenan Wynn

Million Dollar Baby, 2004
Screenplay: Paul Haggis

National Velvet, 1944
Screenplay: Helen Deutsch and  

Theodore Reeves

The Natural, 1984
Screenplay: Roger Towne  

and Phil Dusenberry

Pride of the Yankees, 1942
Screenplay: Jo Swerling and  

Herman J. Mankiewicz

Raging Bull, 1980
Screenplay: Paul Schrader and  

Mardik Martin

Rocky, 1976
Screenplay: Sylvester Stallone

of maybe one or two moments, and those 
moments typically work if they’re built on a 
foundation of silence. Not dialogue.

Workshop: Ever since Knute Rockne All 
American hit the big screen, the sports genre 
has captivated audiences. Part of the genre’s al-
lure is the real-time experience and excitement 
that comes from watching the emotional story 
of a character struggling in a physical world. 
Whether the main character suffers from a 
tyrannical coach, as in Iliff’s Varsity Blues, or 
from romantic uncertainty, as in Jerry Maguire, 
studying broad, basic storylines of past hits 
will teach the writer classic storytelling tech-
niques. Implement the universality of these 
storylines with your own personal touch and 

homework
25 must-see sports films for aspiring writers in the genre.

your script will capture the mark of its genre 
and the spirit of your character’s individuality.

How can I illuminate 
subtext in dialogue 
without being too “on 
the nose”?

Peter Iliff says: Well, try to avoid using 
dialogue such as “Stop crying, Felix.” On 	
one hand, there is power in that direct 
statement, but is there a more revealing way 
Sheridan can get the same point across? 	
Perhaps he makes a reference that relates to 
your narrative statement “the young boy 	

who thought he wasn’t strong enough to 
carry the mail.”

I also think action dialogue is often 	
more blunt, somewhat off-the-point, reflect-
ing exhaustion and the extreme circumstance 
the characters are dealing with. In real life, 
under stress, we often speak in fragments, 
and this can convey a sense of urgency and 
realism.

Mike Rich says: In this instance, Felix’s 
power has to derive from his own silence. This 
is a character who we, the audience, believe 
has reached the absolute limit of his physical 
capabilities; a character who has given up. 
The scene works if, and only if, we create a 
dramatic canvas to showcase that he hasn’t 

Rudy, 1993
Screenplay: Angelo Pizzo

Seabiscuit, 2003
Screenplay: Gary Ross

Slap Shot, 1977
Screenplay: Nancy Dowd 

When We Were Kings, 1997
Director: Leon Gast

White Men Can’t Jump, 1992
Screenplay: Ron Shelton

The World’s Fastest Indian, 2005
Screenplay: Roger Donaldson 	
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