FULL BODY MASSAGE

an original screenplay

by Dan Qurskis



FULL BODY MASSAGE

FADE | N:
TI TLE CARD #1
whi ch reads:

"There is but one tenple in the
Uni verse and that is the human
body. W touch heaven when we
| ay our hand on it.

Thomas Carlyle, 1840"
DI SSOLVE TGO
EXT. PACI FI C COAST H GHWAY —HI GH ANGLE — DAY

A CGod' s-eye view of a long, winding streamof traffic,
curling along the coastline, wapping itself around the
Santa Monica Muwuntains, flowng north to who can say where.

Sonewhere in the mddle of it all, little nore than a
droplet in the stream is a CAD LLAC ALLANTE CONVERTI BLE
with its top down.

CUT TO
|./E. CADI LLAC ALLANTE — MOVI NG — DAY

As the California sun beats brilliantly down, as the rush
of wind eddies and swirls inside the car, we take our place
directly behind the driver.

From here, there is little to be | earned about the driver
ot her than the obvious fact that she is a woman. For a
nonent, we see nothing of the world other than her w nd-
bl own hair billowing and curling. And so the nystery of
who she is and why we are traveling with her only deepens.

Then, abruptly, VARIQUS CUTS of her hands on the wheel, of
t he speedoneter, of her hand on the stickshift, etc.
Cccasionally, we sweep up to the nountains or down to the
ocean or past the fence of some tony piece of real estate
over| ooki ng the water. But, always, we return to our point
of departure —behind the driver speeding up the Pacific
Coast H ghway.

CUT TO
oM T



EXT. COUNTRY ROAD — DAY

The Cadillac Allante rolls silently toward us before
turning into a driveway that leads up the hill to a
cont enpor ary house.

CUT TO
EXT. CONTEMPORARY HOUSE — DAY

Pitched on a rolling hillside nore evocative of Provence
than Malibu is the dramatic, sharply angular two-story with
its eclectic exterior mx of corrugated walls and mrrored
gl ass.

As All ante approaches on the driveway, we begin to sense
sonmet hing slightly askew about this house and this place,
and not all of it has to do with architecture.

CUT TO
EXT. ALLANTE — DAY

The driver's door opens and out sw vels NI NA: 38 years old,
bright, attractive. But nore than nerely intelligent, she
is shrewd; nore than sinply beautiful, she is alluring.

And, perhaps, nore to the point, she is shy about neither.

So one senses power as she rises out of the car, just as
one senses insight as she takes a |ong, penetrating | ook
around, just as one sees poise and grace as she glides
toward the house.

CUT TO
NI NA — MOVI NG
fromthe car ... up the walkway ... up to the front door
with the mrrored glass. She slips her key into the | ock
wi t hout so nuch as a glance at her reflected i nmage.

CUT TO
| NT. CONTEMPORARY HOUSE — DAY
Fromthe dramatic slope of the roof to the exposed rafters
to the open, loft-Iike roons seem ngly suspended in space,
this house has been designed wth an eclectic vengeance.

Tasteful, mnd you. But nonetheless a conspi cuous schene,
a captivating diversion for the restless eye.

( CONTI NUED)
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Al'l this has |ong ago ceased to inpress Ni na, who
i medi ately ducks inside the BEDROOM to her right and slips
of f her shoes before continuing barefoot down the HALLWAY.

The day's mail awaits her, stacked tidily on a chest m dway
down the hall. Taking the mail in hand, she begins sorting
through it even as she ascends the short staircase to the
MAI N ENTERTAI NI NG AREA of the house.

There she stands, in the mddle of the floor, absorbed in
sone letter or other, when footsteps come quickly down a
staircase and DEE DEE appears.

Dee Dee, a very young, very eager, very uncertain 24-year-
old, lets out a slightly startled gasp at the sight of
Ni na, who | ooks up coolly fromher letter

DEE DEE
(painfully self-conscious,
perhaps with a frantic
gl ance at her watch)
You' re hone?
(suddenly talking to
her sel f)
G eat, Dee'D.
(just as suddenly talking
to N na again)
| mean, there you are, standing right
in front of ne.

NI NA
(doi ng nothing to put her
at ease)
Hel | o, Dee Dee.

DEE DEE
H , N na.

A few tentative steps forward.

DEE DEE
How was your day?
NI NA
Very pleasant —in a grimsort of

way.

As Nina returns to her letter, Dee Dee noves quickly into
t he kitchen.

CUT TO



10

11

I NT. KI TCHEN — DAY 10
From a bucket of ice, Dee Dee renoves a chilling bottle of
white wi ne and pours a gl ass.

CUT TO
| NT. ENTERTAI NMENT AREA — DAY 11

Dee Dee now appears with a glass of wine, which Nina takes
fromher. Wth the wine glass in one hand and her mail in
the other, Nina sprawls leisurely on a sofa.

NI NA
And how were things around here?

But before Dee Dee can utter even syllable, N na cuts her
of f.

NI NA
Ch, did that what's-his-name, the
strange bald | awer call?

DEE DEE
No.

NI NA
How about Douglas —did he reconfirm
for this afternoon?

DEE DEE
No, no one call ed.

NI NA
If he ever does call nme here, it's
fine to give the nunber for the car —
the lawer. He represents Merkey,
the artist I'm show ng next nonth.
Dougl as al ready has

t he nunber. \ich nust nean he's
still comng —if he didn't call.

DEE DEE
(not knowing if this
requires a response)
Vel |, yeah.

Ni na | ooks up: nothing Iike a response was either expected
or desired.

( CONTI NUED)
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NI NA
(back into the mail)
So?
DEE DEE
What . .. ?
NI NA

How were things around here? You
were about to say?

DEE DEE
The gardener cane.

NI NA
And howis M. Li?

DEE DEE
He cl eared out that underbrush, where
you asked about.

NI NA
Good.

DEE DEE
Did the deep-root fertilization, too.

Dee Dee hovers a little too near the sofa, pronpting N na

to gaze up at

her expectantly.

DEE DEE
| paid all the bills, the checks are
on your desk, you just have to sign
them And | bought sonme haddock from
the fishman this norning, | nade a
curry sauce to go with it, all you
have to do is pop it in the oven, |
| eft the directions.

NI NA
And you'd like to go hone now.

Dee Dee nods sheepishly.

NI NA
Go.

Dee Dee crosses slowy to the staircase.

DEE DEE
M. Li said he won't be back again
for three weeks. He has to go to
( MORE)
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DEE DEE (cont'd)
Taiwan, | think he was trying to tel
me. Sone famly thing.
NI NA
No doubt .
DEE DEE

He wanted to know if you wanted his
nephew to conme the next two weeks.

NI NA
And you told himyes, | hope.

Dee Dee nods.

NI NA
You're a good little wife, Dee Dee.
Every woman shoul d have one.

Taking this as a conplinent, she smles and di sappears.
After a nmonent, the front door opens and closes. After a
nonent nore, Nina rises with wine glass in hand and goes to
t he BACK DOOR. She gazes pensively through the gl ass,

per haps wat chi ng Dee Dee go, perhaps not.

CUT TGO
TI TLE CARD #2 12
whi ch reads:
"Preparation
The goal of the massage is to
relax all the senses. Prepare
with this in mnd."
CUT TGO
I NT. HOUSE — DAY 13

Nina slips a CDinto the conpact disc player, and we hear
the first, deep, barely audible bars of Albinoni's Adagio
in GMnor.
As the music continues ethereally UNDER, we:
CUT TO
| NT. BEDROOM DRESSI NG CLOSET — DAY 14
Standing in front of a full-length mrror, N na takes a

nmonent to study herself in her suit, her uniform if you
will.
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After a nmoment, after drinking off a little too nuch w ne
for one sip, she puts the glass to one side. Then, wthout
taki ng her eyes off herself, she begins renoving her

cl ot hes.

It is a slow and sultry dance, and her eyes, rapt
hypnotically, never |leave the mrror as she slides out of
her skirt ... her blouse ... her nylons ... her bra...

Only gradually does it occur to us that there may be
sonet hing other than prurience at stake here. This strip
is not a tease but a conscious peeling away of |ayer upon
| ayer of her well-ordered, well-practiced life. |If she
stares, it's only because she is making certain that
absolutely nothing of her accustonmed life is left.

Once all her clothes are off, she takes another nonment to
study herself. Then, after retrieving a robe from an
adj oi ni ng bathroom she starts into the hallway.

CUT TO
EXT. HOUSE —JACUZZI — DAY 15
She tests the steam ng, bubbling water with the graze of a
foot. Then, dropping her robe, she eases her body down,
penetrating the water until she is subnmerged to the neck.
Al'lowi ng her head to fall gently back, she gazes heavenward
at the starry night. She is drifting now, her mnd is
soaring across space and tinmne.

CUT TO
| NT. BATHROOM — DAY 16

Standing in the shower, allow ng the water to cascade over
him is a handsone, rugged man in his mddle 20s, a man we

wll later come to know as DOUGLAS.
CUT TO
NI NA 17
still in the jacuzzi, still gazing heavenward, stil
drifting.
CUT TO
EXT. STREET —I N FRONT OF THE CONTEMPORARY HOUSE — DAY 18

Turning into the driveway is a SMALL, UNASSUM NG CAR —a
Yugo, perhaps —the sort of car that nust have al ways
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| ooked as rickety as it does now, even rolling off the
assenbly line.

CUT TO
EXT. JACUZZI — DAY 19

So far adrift is Nina that it takes her a nonent to realize
that the car is pulling up the driveway. But when she
finally does see the car, she inches forward curiously.

As she wat ches the car disappear around the front of the
house, she reaches for her robe and clinbs out of the
j acuzzi .

CUT TO
EXT. DRI VEWAY — DAY 20

As he slides out from behind the wheel and unbends hinsel f
onto the driveway, we get our first clear |ook at FITCH

At 44, he seens to be in equal parts show ng his age and
hiding it. Yes, his face is deeply lined. Yes, he is as
grey as he is not. Yet, at the sane tine, he is as | ean
and agile as he was 20 years earlier.

Wth hair that seens a day or two shy of its next trim and
clothing that is —in a word —utilitarian, he resenbles
not hing so nuch as the publisher of a natural foods

cat al ogue.

From his place by the car, he eyes the house for a nonent.
Then, pushing forward the driver's seat, he leans in and
di sl odges a |l ong, rectangul ar object (his unassenbled,
portabl e massage table) that is wedged diagonally across
the interior of the car.

Along with the massage table, he pulls out what used to be
known as a "gymbag." He then glances at his watch, |ocks
the driver's door, and with nassage table and bag in hand
circles around to the sidewal k | eading up to the house.

CUT TO
I NT. HOUSE — DAY 21
Ni na nmoves qui ckly down the HALLWAY, tying her robe as she
goes. \When she reaches the end, she ducks into the BEDROOM
and goes to a wi ndow for a better | ook.

CUT TO

oM T 22
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OMT

OMT

OMT

EXT. HOUSE —WALKWAY — DAY

Fitch wal ks deliberately toward the house, his eyes

surveying the exterior, the corrugated walls, the
i npenetrable mrrored-glass w ndows.

CUT TO
FI TCH — MOVI NG
toward ANOTHER HOUSE: snmall, rural, eerily still, the
perfect setting for —well, who can say just what?
CUT TO

EXT. HOUSE —AS BEFORE — DAY
When Fitch reaches the front steps, he renoves a business
card (not his own) and matches the hand-witten nane
scrawl ed on the back of it with the nane by the door. He
t akes another | ook at his watch then presses a button on
the intercom

CUT TO
I NT. HOUSE —HOVE ENTERTAI NMENT CENTER — DAY
Wth the push of a button, Al binoni falls silent.

CUT TO
I NT. HOUSE — FRONT DOOR — DAY

Ni na opens the blinds and peers curiously. Wonever she
was expecting, Fitch is obviously not he.

CUT TO
EXT. FRONT DOOR — DAY
Fitch stands in front of the mrror-glass, seeing
absol utely nothing of N na, glancing inadvertently at his
reflected i mage, perhaps adjusting his hair slightly when
he does.

CUT TO

23
24
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32 | NT. FRONT DOOR — DAY 32
She peers at hima nonent |onger, then:

NI NA
Can | help you?

FI TCH
(through the door)
Hi .

She opens the door.

NI NA
(eyeing himwth
suspi ci on)
Yes?
FI TCH
I"'mFitch. Fitch.
NI NA
Fitch?
FI TCH

I"m here for your appointnent.

As if to introduce some physical evidence in his defense,
he points to the portable nassage table at his side.

NI NA
Where' s Dougl as?

FI TCH
Didn't he call you? He said he was —
he would —call you. He
didn't call you.

NI NA
To tell ne what?

FI TCH
That he couldn't make it.

NI NA
Dougl as?

FI TCH
He sai d.

It's difficult to tell which has N na puzzled nore: Fitch's
presence or his appearance. Woever the nuch tal ked about

( CONTI NUED)
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Dougl as is, he definitely doesn't wear Birkenstock sandals.
Wth sox.

Ni na then takes an absent-m nded step back, giving the
i npression —nore or |ess unintended —that she would |ike
Fitch to cone right in.

Wthout giving it a second thought, he squeezes by her into
the house. And so he's well inside before she even
reali zes what has happened.

FI TCH
So where would you like ne to set up
Ni na?

Wthout waiting for a response, Fitch starts for the
adj oi ni ng bedroom but N na intercepts him

NI NA
We're usually this way.

She extends a hand, indicating the end of the hallway is
their intended direction of travel. Wth a benused shake
of the head, Nina closes the front door and foll ows.

CUT TO
oMmT 33
I NT. HALLWAY — DAY 34
As she cl oses the door, Fitch confidently walks to the end
of the hallway and turns into the |arge, open studio.
Seei ng hi m di sappear, she takes off after him

CUT TO
omMT 35
I NT. STUDI O — DAY 36
Fitch is already in the mddle of the roomby the tine N na
appears in the doorway. He puts his nassage itens to one

si de and begins to wander curiously through the room
exam ning things that he cones across.

NI NA
Where is he, do you know?

FlI TCH
VWho?

( CONTI NUED)
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NI NA
Dougl as.

FI TCH
Didn't come up.

He picks up a book that he finds lying on a table.

crosses to himand takes it fromhim

NI NA
"The Sun Al so Rises."
FI TCH
I liked it.
A brief beat, then:
NI NA
You see, |I'mreally very ..
accustoned to hi m —Dougl as.
Fitch nods a small, noncommttal nod.
NI NA
|l like him...

Fitch nods again.

NI NA
| really Iike him...

Fitch nods yet again.

NI NA
And it takes time —for a wonan,
| east —it takes tine getting

at

confortable, really confortable with

a man who's ...
She doesn’t finish her thought.

FI TCH
Doug' s got the touch.

12.
36

She

He pulls open a sliding glass door that | eads out to the
deck. He steps outside. After a nonent, she follows.

CUT TQO

ANGLE ON THE DECK

as Fitch appears at her side.

37

( CONTI NUED)
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13.
37

NI NA
But wi thout even picking up the phone
or ...7?

Fitch peers at her, having tenporarily lost the train of

t hought .

A beat,

sur r oundi ngs.

At this,

NI NA
Dougl as. When you have a
rel ationship with sonmeone —a
busi ness rel ati onship —we go back,
he and | —you expect sone
consi derati on.

FI TCH
He seened to be in a rush. He's very
young.

NI NA
He's not so terribly young.

FI TCH
No, not so. But he is young. A |ot
younger than he thinks he is, anyway.
Besi des, he coul d have not called
ei ther one of us.

as he wal ks farther onto the deck, drinking in the

she

NI NA
He's very tal ented.

FI TCH
He is. Good-Ilooking kid, too. Wnen
seemto go for him Alot of his
clients are wonen. Mbst, really.

says not hi ng.

FI TCH
Qutside's nice. Especially if you
have sone privacy. And you have sone
privacy.

NI NA
Dougl as does ne outsi de.

FI TCH
Alittle cold tonight.

NI NA
Where woul d you suggest then?

( CONTI NUED)
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FI TCH
Sone dark and qui et place.

She nods her head.

FI TCH
You know, | was in such a hurry
getting over here. |'ve got ny oils

and things, but sheets and towels ...
She nods then they steps back into the house.

FI TCH
| left some stuff in the car

CUT TO
I NT. HOUSE — UPSTAI RS — DAY 38

Ni na opens a linen closet, renoves the sheets and towels
that Fitch has asked for, then closes the closet door.

CUT TO
EXT. FITCH S CAR —DAY 39

He renoves another small bag or two fromthe car then
cl oses the trunk

CUT TO
I NT. STUDI O — DAY 40

When N na conmes back, however, Fitch is nowhere to be seen

CUT TGO
| NT. HOUSE —HALLWAY — DAY 41
Wal ki ng out of the studio, she sees the nassage table just
where he left it: still |leaning against a wall, still not
set up.

Now, a little curious —perhaps even a little concerned —
she starts out of the roomin search of Fitch

CUT TO
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15.

NI NA — MOVI NG 42

t hrough the house, picking up speed, until she at |ast
wal ks into a bedroom where she di scovers Fitch, exam ning
sone jewelry that is scattered across the top of a dresser

CUT TO
ANGLE ON THE BEDROOM 43

as Fitch turns to see Nina, eyes |ocked on him com ng
closer. Wthout the slightest hesitation, he resunes
studyi ng the di anond bracel et that he spreads across his
pal m

FI TCH
I"mfascinated with things. That is,
I'"'mfascinated with the fascination
wi th things.

NI NA
This is ny bedroom

FI TCH
| thought it mght be. M nother had
a spectacular jewelry collection, as |
recall.

A dubi ous beat, as she wonders just what he may be up to.
FI TCH
(sensing her distrust)
| wanted to wash up. And when
happened to wal k by ...

She hands over the sheets and towels, which forces himto
hand over the bracelet.

FI TCH
Well, | wanted to wash up

She | eads himinto the bathroom which we recognize as the
one that Doug was showering in earlier.

CUT TO
TI TLE CARD #3 44
whi ch reads:

( CONTI NUED)
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"The Massage Tabl e
The table should be tall enough
to elevate the subject to a
confortabl e height."

CUT TO
I NT. HOUSE — STUDI O — DAY 45

Froma chair, Nina |ooks on as Fitch goes about the ritua
of setting up his nassage table. And it is just that: a
ritual. Each piece, each bolt, each nut and washer, he
assenbl es with devotion and cerenony, all of it perhaps as
unconsci ous as not.

FI TCH
What nassage is about in the end is
healing. There are ways people can
heal w thout drugs or words or
prayers. That's it; that's the

essence.
NI NA
| never really gave it nuch thought.
FlI TCH
Heal i ng?
NI NA
Massage —in those terms. | try not
to intellectualize things too nuch.
It makes Iife so grey. |'mnore ...
intuitive, | think

She wat ches as Fitch again imerses hinmself in his ritual,
t hen:

NI NA
How ol d are you?

FI TCH
(smling)
Wiy do you ask?

NI NA
| don't know, why not ask? | nean,
you never |earn anything wthout
aski ng, do you?

FI TCH

(still smling)
A der than you.

( CONTI NUED)
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She is now staring at him as we:

CUT TO

A PARK- LI KE PLACE 46

where a BEARDED MAN, approximately Fitch's age, assenbles
an easel with the sane sense of ritual and attention. The
man | ooks up when we hear:

FI TCH
(v.0.)
The | aying on of hands —there's
power in it.

CUT TO
THE SUN ROOM — AS BEFORE 47
Fitch | ooks up briefly fromhis work, seeing her staring at

him But, clearly, he doesn't give it a second thought as
he once nore focuses his attention on the table.

FI TCH
But, in our culture, there are so
many Western prejudi ces about illness

and healing. W're really pretty
tight-assed, nedically speaking.
Just think about it: when was the

[ ast time your doctor actually

t ouched you? not probed or exam ned
but touched you?

NI NA
If it never happened, it was too
recent. | don't like doctors —mne
or anyone el se's.

FI TCH
Because they consult wth you, they
talk with you over the phone, they
prescribe drugs for you. But they
don't actually —personally —hea
you. They leave that up to tinme or
chem stry.

NI NA
| don't |ike doctors because ... |
don't |ike doctors.

A beat, then:
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NI NA
You' ve known Doug for how | ong?

Fitch shrugs: Doug is a topic of conversation that he can
either take or leave. And right now he feels nore |ike
leaving it than taking it.

NI NA
Long enough to Iike hinf
FI TCH
How | ong's that?
(beat)
It goes back to the ancients, you
know.
NI NA
What's that?
FI TCH

Massage. Maybe even earlier, sone

hi storians think. The G eeks were
into massage mainly as a treatnent, a
healing art. They've got records of
peopl e like Socrates and Pl at o bei ng
massaged daily. And Plato lived to
be 104.

NI NA
Socrates did not.

FI TCH

(undet erred)
But the Romans being who they were —
essentially Italians w thout the
| oafers —they were the first to cone
up with the idea of massage as a form
of foreplay. Courtesans got pretty
handy at it. It was part of the
transaction, finally.

NI NA
Well, it's not |ike you have to have
a degree in nolecular biology to see
a connection. Mssage is sexual.
Very sexual

FlI TCH
It can be. It doesn't have to be.
It shouldn't always be.

( CONTI NUED)



a7

19.

CONTI NUED: 47
NI NA
| wasn't tal king about sweating,
scream ng, orgasm c epi phany. It's

just that you're lying there naked,
soneone's touching you in places you
sure wouldn't |et your father touch
you, and it's ... arousing.

FI TCH
It's a formof conmunication. You
just have to nmake sure you're both
speaki ng the sane | anguage.

Fitch makes a few final adjustnents to the table.

Seeing that he is nearly finished, N na she sheds her robe.
It takes a nonent for her to |ocate a towel, during which
time Fitch gets an eyeful.

He says nothing. She says nothing. But neither her

conpl ete | ack of enbarrassnment nor his utter professional
disinterest strikes us as entirely authentic. Finally
spotting her towel, she draws it carelessly around herself.

Fitch stands up.

NI NA
Looks like we're ready to start.

FI TCH
W' ve already started.

NI NA
What do you nean?

Fitch reaches for his nmassage "tool bag" and begins
removing itens.

FI TCH
Wl |, nost of any massage worth having
takes place in your head. And |I'msure
you' ve been preparing —
(suddenly, a thought
occurs to him
Way, are you in a hurry?

Before she can reply, he pulls an extrenely odd and not
easily explained itemout of his bag of tricks. He holds
it up for her to see.

FI TCH
Funny thing, hunh?

( CONTI NUED)
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He puts that item back and pulls out one or two nore.

FI TCH
You m ght want to have some nusic.
What was that nusic you were playing?
before you turned it off?

NI NA
["1l find sonething.

She crosses out of the room After a nonent, he follows
her.

CUT TO
| NT. HALLWAY/ ENTERTAI NVENT AREA 48
From t he doorway, Fitch watches as she clinbs the stairs
and goes to the stereo system [It's only when she nakes
her nusic selection and turns back that she sees him
| ooki ng at her.

A puzzling, slightly unsettling beat, then:

FI TCH
I'd say we're ready.
CUT TO
TI TLE CARD #4 49
whi ch reads:
"The Back
The back is the best place to
begin any full body massage.”
CUT TO
oM T 50
ANGLE ON THE MASSAGE TABLE 51

Nina now lies prone on the table. Fitch is, fromall
appearances, ready to go to work. He peels back the towel
so that it doesn't quite cover her butt.

FI TCH
So what are we working on, Nina?

( CONTI NUED)
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FI TCH
Any conpl ai nts? nal adi es? any part of
your body that needs speci al
attention?

NI NA
The part that begins at nmy hair and
ends at ny toes.

From his bag, he renoves an inpressive assortnent of
bottles and jars. He selects one then begins applying oi
in long, slow, sweeping strokes until the whole of her back
is slick and gli stening.

CUT TGO
A SERIES OF SHOTS — THE ART OF THE MASSEUR 52
Hands float ... fingers unfold ... forearns bunch ..
bi ceps flex ... shoulders tauten ... as IN and OQUT OF FRAME

his body glides with power and grace.

Wat ching, we are witness to nothing short of Fitch's
conplete mastery of his art: he is nothing short of the
Bar yshni kov of massage.

CUT TO
A PAI R OF HANDS 53

Younger. Slightly nore nuscular. Noticeably |ess
acconplished. Decidedly |less poetic. More ballroomthan
ballet. Mre Janes T. Farrell than Marcel Proust.

And when the CAMERA noves slowy BACK, we see that it is
not Fitch massagi ng Ni na but the handsonme, rugged man:
Dougl as.

Every now and then, she lets out a small, involuntary sigh,
which after a tinme begins to sound very much |ike a noan.
This goes on for a nonent or two, growing in intensity,
until the spell is broken by:

NI NA
(o.s.)
It's nmy job, you know.. ..

CUT TO
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Fitch continues with warm |uxurious, circulating strokes,
begi nning at the small of her back and flow ng up to her
shoul der bl ades.

NI NA
You were going to say sonething about
how tense | am...

Maybe he was. More |likely he was undergoi ng sone out - of -
body experience, so deep is his concentration on the area
of her back that he nassages.

NI NA
Dougl as al ways does. He's always
telling me how nuch tension | have.
Especially in ny upper back, ny
shoul ders. It's all because of ny
work. ...

A beat of expectation, as she waits for himto question her
about her work. Then, when he does not, when he sinply
conti nues massagi ng her in intense silence, she answers
anyway:

NI NA
I owmn a gallery. A couple of them
actually. One here in town, off
Mel rose. Another in New York,
Tribeca. And when it's your business,
your baby —well, you know what they
say about responsibility falling on

your shoulders. It does —literally.
A beat, then:
FI TCH
It's best not to talk so nuch.
NI NA
Was 1? tal king too nuch?
FI TCH
Well, it's your nmassage. You can do

anything you'd like. But you really
shoul d take sone tine to relax. |
mean, you can't keep going all the
timte. O is that what the people you
work with do?

( CONTI NUED)
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NI NA
The people | work with limt their
rel axation to what they can purchase
in a vial.

After he perforns a series of long, deep strokes, she
visibly |l oosens up. She seens to be taking his advice.
Hal f-joking, he lifts one of her feet and lets it drop to
the table.

FI TCH
Wor ki ng al ready, see?
CUT TO
THE PARK- LI KE PLACE 95
where the bearded man paints at an easel. The painting

that he labors at is perhaps nore naturalistic than what is
fashi onabl e these days. The work is neverthel ess
acconpl i shed.

Just then, Nina drives by in her CAR For sone reason, the
sight of the man at his easel captures her inmagination.
She makes a u-turn and drives back.

After a nmonment, she is out of the car and over his

shoul der. He turns, surprised to see anyone anywhere near
him She continues studying the painting, even as he
studi es her.

PAI NTER
(as he continues painting)
So what do you think of it?

Ni na gives an approving nod of the head.

CUT TO
ANGLE ON THE MASSAGE TABLE 56
After a brief, contenpative beat —
NI NA
How | ong have you been doi ng nassage,
Fitch?
FI TCH
Al nost 20 years —off and on.
NI NA
Interesting work. |'msure you neet
all kinds of people. Gves you a |ot
( MORE)

( CONTI NUED)
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56
NI NA (cont' d)
of freedom too, | bet. | nean, it's
so portable: have table, wll
travel ....
t hen:
NI NA
| travel a lot —in ny work. Too
much, I'mstarting to think. | guess
it just depends how badly you want

what you want. ..

Anot her brief beat, then:

NI NA
Do you like art? You seemlike the
sort of person who does.

FI TCH
And what sort of person is that?

NI NA
Vell, an ...
(catching herself)
What do you nean?

FI TCH
(nmore nusing than
argunent ative)
Just that | never thought there was a
type, that's all. But | suppose
you' d know nore about that than
woul d.

NI NA
Wl |, do you? enjoy art?

FI TCH
(after a nonment of
consi der ati on)
Who do you consider to be the great
artists of this century?

NI NA
How do you nean?

FI TCH
I nean who are the five greatest —or
four —or three?

NI NA
I"mreally not in that business.

( CONTI NUED)
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FI TCH
Wul d you say Picasso? Wuld he be
one? O maybe Chagall —?
NI NA

- | don't think you can quantify
artistic achievenent -

FI TCH
- or would you say Braque? or Klee?

NI NA
What's your point, Fitch?

Instead of replying, Fitch retreats for a nonent, again
massagi ng her in silence. His strokes now becone a tease —
al though fromall appearances an inadvertent one —as his
hands nove nearer and nearer her ass.

Finally, in a series of deep, slow strokes, he slips his
hands under the towel and wthdraws them then slips them
under again —to which she visibly succunbs. Her eyelids
cl ose heavily.

CUT TO
DOUGLAS 57
now in Fitch's place, |eaning over the nassage table, as

his novenents nore or | ess echo the strokes that Fitch has
j ust perforned.

CUT TO
NI NA 58
on the table as she sighs deeply.

CUT TO
ANGLE ON THE MASSAGE TABLE 59

Ni na energes slowy from her reverie.

NI NA
What was it you were going to say?

No response.
NI NA

You were going to say sonething and
t hen you just stopped.

( CONTI NUED)
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When there is still no response, she |ooks up to see that
Fitch is gone. Then, as she slides off the table to go in
search of him she hears a strange CLI CKI NG sound com ng
fromthe hallway.

CUT TGO
I NT. HALLWAY — DAY 60
Returning fromhis car, Fitch is clicking together TWO
LARGE MAGNETS as he wal ks down the hall. Suddenly, a
pai nting hanging on the wall catches his eye. It's about

then that Nina enmerges fromthe studio.

FI TCH
This is just nme now, this is just ny
opi nion. But so nuch of what passes for

art today —contenporary art —is wthout
any kind of reference point: noral,
historic, nothing. It's not about
anyt hi ng.
NI NA
Oh, | disagree. Modern art is
critical. That's what nmakes it
noder n.
CUT TGO
THE PARK- LI KE SETTI NG 61

The bearded painter sits at the easel preparing his palette
as Nina continues to |linger over his shoul der.

NI NA
Were do you show?

The painter | aughs.

CUT TGO
I NT. HALLWAY —AS BEFORE 62
Ni na sees the magnets.
NI NA
What are those?
FI TCH
(deadpan)
| don't know. | just found themin

the trunk of ny car

( CONTI NUED)
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She | ooks askance at him she takes himat his word.

FI TCH
They' re magnets.

NI NA
Magnet s?

FlI TCH

About 400 gauss potency —perfect for
those hard-to-treat areas.

Wt hout pausing to explain further, he noves into the
ki t chen.

CUT TO

I NT. KI TCHEN 63

Nina follows Fitch in as he crosses to the stove. There,
he turns on a burner and begins warm ng the magnets.

Then, as she | ooks on with a mxture of curiosity and
appr ehensi on —

NI NA
You really must visit nmy gallery.
W' ve got a very interesting
installation comng up next nonth |
t hi nk you shoul d see.

FI TCH
And what's that?

NI NA
A history of wonen's fashion as a
form of bondage.

Fitch cocks an anused eyebrow.

NI NA
Cone and see it. | think you'll
enjoy it. It has a certain point of
view. It's funny. Ironic. Satiric.
FlI TCH
A point of view.
NI NA

Exactly.

( CONTI NUED)
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FI TCH
"Il tell you —and this is why so
much of art today is so pointless, |
t hi nk —what we suffer from our
society, is a kind of bankruptcy of
spirit.

NI NA
I"m sure people have said sonething |ike
as long as there have been people to say
it.

FI TCH
Except this tinme it's true.
NI NA
I"msure they said that, too.
CUT TGO
ALl CE — CLOSE UP 64

20i sh, stunning, she stares into the CAMERA, revealing |ess
t han she shows.

NI NA
(v.o0.)
If you're tal king about today —the
way we live —it's fear —that's what
defi nes us.
CUT TGO
I NT. THE STUDI O 65

Fitch and Nina return: he with the magnets in hand, she a
few steps behind him Taking note the nmassage chair by the
wi ndow, he crosses to it.

FlI TCH
Is this yours?

She nods. He indicates that she should sit in it, which
she does. He then kneels before her, placing a warned
magnet beneath either of her feet.

NI NA
Fear of change. Fear of the future.
Technol ogy transform ng things faster
t han people can take in. It turns us
into strangers, everyone. That's why
peopl e create the art they create.

( CONTI NUED)
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FI TCH
Bad faith.

NI NA
VWhat is?

FI TCH
Bl am ng soneone el se —sonething el se
—technology —as if we had no
responsibility for ourselves, our
actions.

NI NA
So what woul d you suggest ?

FI TCH
| suggest we | ook inward, all of us,
for starters. And then, | suggest we
| ook outward.

NI NA
And then do we all sit cross-I|egged
on the floor, hummng |ike gnats?

FlI TCH
W mght. W could. Wy not? O
el se we could just go out and kil
all the gallery owners.

A beat, as N na, anmused, smles to herself.

TI TLE CARD #5

whi ch reads:

CUT TO
66

"The Neck and Shoul ders

Neck tension is often the root of
psychol ogi cal fatigue."

ANGLE ON THE MASSAGE CHAI R

CUT TO
67

Fitch now glides his hands al ong her spine up to her neck
and shoulders. He begins to apply acupressure in a series
of short, powerful bursts.

( CONTI NUED)
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The power of his fingertips causes her to exhal e audibly as
she tries to diffuse the disconfort through her breathing.
Hearing this, he doesn't stop. Nor does she ask himto.

CUT TO
ANGLE ON THE MASSAGE CHAIR 68
wher e Dougl as has once nore replaced Fitch. The disconfort
t hat he causes, however, plainly borders on pain,
resenbling nothing so much as controlled viol ence.
Yet, the harder he nmassages her, the nore she grunts and
groans and gasps for breath and —fromall indications —
just generally enjoys herself.

CUT TO
ANGLE ON FI TCH AND NI NA 69
Al t hough Fitch continues his acupressure strong and hard,

the nood —in contrast to Nina and Dougl as —seens
downri ght pacific.

NI NA
Do you have any famly, Fitch? Wfe,
chil dren?
Fitch shakes his head.
NI NA
Mot her, father?
FI TCH

Gone now. They' ve been dead a while.
| have a sister back in Sydney.

NI NA
| try to stay close to ny famly
It's inportant, don't you think? M
sister's in Boston, ny brother's in
Ceorgi a sonmewhere, ny parents are
retired in Florida, but we work at
it. It's inportant. Don't you
t hi nk?

CUT TO
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ANGLE ON THE MASSAGE CHAI R 70

Fitch lets his eyes close, shutting out the world, as his
fingertips insinuate thenselves into her flesh.

CUT TGO
FI TCH — MOVI NG 71
toward the small, rural house, his eyes fixed on the front
door .

NI NA
(v.0.)
What nmekes you think that?

CUT TGO

ANGLE ON THE MASSAGE CHAI R 72

Fitch's eyes remain closed for a nonment or two.

FlI TCH
Thi nk what ?
NI NA
A "bankruptcy of spirit" —is that

really what we're about?

FI TCH
Call it what you like. The essence
is that we've lost our way. As a
civilization. Spiritually, I'm
saying. |'ve been around, and one
thing |'ve |l earned: we don't know
what we don't know.

A beat, then:

NI NA
My work, | suppose, has a spiritua
side to it.
CUT TO
THE PARK- LI KE PLACE 73
Still seated at the easel, still laughing, the painter

turns slightly so that he faces Ni na.

( CONTI NUED)
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NINA I N THE CHAI R —AS BEFORE

PAI NTER
Were do | show?
CUT TGO
NI NA
Each artist is unique.
CUT TGO

THE PARK- LI KE PLACE —AS BEFORE

PAI NTER
Peopl e |ike me don't show anywhere.
CUT TO
NINA IN THE CHAI R —AS BEFORE
NI NA
Each has i ndividual needs.
CUT TO
THE PARK- LI KE PLACE —AS BEFORE
The painter turns back toward the easel.
PAI NTER
I"'mnot in fashion.
CUT TO

ANGLE ON THE MASSAGE CHAI R

Fitch kneels again and renoves the magnets from beneath her

f eet.

FI TCH
Al t hough there is the matter of
conpensati on.

NI NA
Peopl e understand that when they cone to
nme. Usually, that's why they cone to
nme. Artists are rarely as troubled by
the idea of their earning a living as
everyone el se seens to be.

( CONTI NUED)
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FI TCH
(puzzl ed)
So, then, what's the spiritual side
to your work?

But before she can respond, the strength of his acupressure causes
her to exhal e hoarsely suddenly.

FI TCH
(as he persists in
appl yi ng pressure)
This isn't too hard for you, N na?

NI NA
(breathl ess)
Wiy do you ask?

Fitch lays off on the acupressure, snoothing over the area
wi th [ush, soothing strokes.

NI NA
I had aspirations, artistic
aspirations. Except that | saw
nysel f up onstage sonewhere, a
perfornmer. Only problemwas I
couldn't sing or dance. | could
audition. | nean, ny gift is | know
how to sell and so |I sold nyself.
And in rehearsal, conme to think of

it, I was okay, passable.

FI TCH
Wul d | have ever seen you in
anyt hi ng?

NI NA

No. Lucky man.

She | aughs at this. But if what she says is an
exaggeration, there clearly remains sone elenment of truth
toit.

NI NA
It was in school, nostly. But once
or twice, in an otherw se
professional theatre, | actually got
up in front of a paying audience ...
and made them pay.

FI TCH
(amused)
So how d the gallery business get
you?

( CONTI NUED)
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NI NA
Oh, the sanme way nost people end up
doing things. | fell inlove with
t he wrong person.
FlI TCH
Artist?
NI NA
Artist, art dealer, art critic —he
was all artistic things to al
artistic people.
CUT TGO
79

ANDY —swaggering, 40ish, slightly scuzzy in a bohem an way
—peers into CAVERA

CUT TO
ANGLE ON NI NA AND FI TCH 80
as he leads her fromthe massage chair back to the nassage
tabl e.
FI TCH
And what happened to hinf®
NI NA
Who can say really?
CUT TO
TI TLE CARD #6 81
whi ch reads:
"The Feet
Because there is less flesh to
work with, care nmust be taken
not to probe too deeply."”
CUT TO
ANGLE ON THE MASSAGE TABLE 82

Standing at the lower end of the table, Fitch drenches her

f eet

in oil.

CUT TO
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DOUGLAS 83
as he strokes her feet.

CUT TO
NI NA 84
as she sl ackens her mnd and allows it to roam

CUT TO
DOUGLAS — AS BEFORE 85

stroking her feet, kneading them tugging at them all wth
unrelieved di spassion

CUT TO
ANGLE ON FI TCH AND NI NA 86

In contrast, Fitch's contact with her strikes us as far
nore sexual —superficially, at |east —than Dougl as's.
But appearances can, as they say, be deceiving.

For as erotic as this foot nmassage nmay seem it is, for
Fitch, far nore transcendental than sexual. Once nore, his
eyes close, his mnd soars, and his hands seemto assune a
will and intelligence of their own.

CUT TO
FI TCH — MOVl NG 87

to the front of the small, RURAL HOUSE. Just as he is
about to knock on the door, it opens slowy on its owmn. He
peers inside. Not another person in sight, even when the
door has opened all the way.

CUT TO
ANGLE ON THE MASSAGE TABLE 88

Wth Fitch continuing to stroke her feet, Ninais very
nearly purring —until she is jarred back to reality by her
own hyperactive intellect:

NI NA
| like what | do, where |'ve ended
up, who I am It gives ne an
enor mous anount of satisfaction.

A brief beat, then:

( CONTI NUED)
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NI NA
Are you happy, Fitch?
FI TCH
Happy?
NI NA
You said you' ve spent all this tinme
traveling around. | was just

wondering if it nmade you happy.

FI TCH
It's made nme a better person. Sure.
| suppose. Happier than nost people.
If that's what it's about.

Ni na seens puzzl ed.

FI TCH
There's nore to happi ness than being
happy.

NI NA

Meani ng what ?

Suddenly, we are back into the foot massage, with it near-
eroticismin CLOSE UP.

W take a beat, then:

FI TCH
You see, with nost people —cultures
—civilizations —this idea of

happi ness —it's not sone frivol ous
thing. It's not a good job. It's
not a new car in the driveway. |It's

sonething else entirely.

NI NA
Sonet hi ng spiritual

FI TCH
(wth a reflexive nod)
The Hopi Indians believe the body of
a person and the earth are forned in
t he same way: along an axis.

Fitch gives up her feet for a nonment and glides his hand
upward al ong her legs until he reaches her spine, which he
t hen gently massages.

( CONTI NUED)
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FI TCH
The axis for you and ne is our
backbone, our spine. And along this
axis are various centers of force -

NI NA
Centers of force?

CUT TO
EXT. CAMPFI RE — NI GHT 89

A Hopi shaman massages a worman by the firelight.

FI TCH

(v.o0.)
They're all very inportant, these
different body centers: the brain, the
throat, the solar plexus. But the nost
important of all is the heart. Follow
its sincere purpose, the Hopis say, and
you're of one heart. But if you allow
evil feelings to enter, they say you are
of two hearts.

CUT TO

ANGLE ON NI NA AND FI TCH 90

Wth his hand reaching under her belly, resting bel ow her
sol ar pl exus, he pauses for a nonent.

NI NA
It all sounds very ... Eastern.

Fitch withdraws his hand and takes a step back.

FlI TCH
Vell, it is, in a way.

NI NA
Isit?

FlI TCH

The Ti betans and H ndus believed in
an al nost identical series of centers
in the body.

NI NA
~ (snug) )
It's |'i ke some shared subconsci ous.
Al nost |ike people are programred to
i nvent them

( CONTI NUED)



90

91

92

93

38.
CONTI NUED: 90

FI TCH
Al nost .

A beat, as he sizes her up, wondering if she has even an
inkling as to what he's been saying. Then:

FI TCH
Now to nme, personally, the nost
interesting part of this is how
t he Hopi nedicine man takes these
centers of force and treats soneone.

CUT TO
A DOUBLE BED 91

Fitch lies on his back as the young worman ALI CE | ays her
hands upon him He listens intently, rapt by the words she
speaks, the | esson she teaches. For if Fitch is a student
of the Hopi culture, this may very well be his first

| esson.

ALI CE
You see, he can tell what's wong
with just his hands. He can feel the
vi brations fromeach center and find
in which one life runs strongest or

weakest .
CUT TO
THE MASSACGE TABLE 92
as Fitch continues the laying on of hands.
FlI TCH
Sonetinmes what's wong is what you'd
call illness. But other tinmes, it

cones from outside, drawn by a
person's own evil thoughts or from
those of a Two Heart.

CUT TGO
THE DOUBLE BED 93
as the wonman continues instructing.
ALI CE
Then, the nmedicine man will take a

smal | crystal about an inch and a
( MORE)

( CONTI NUED)
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ALI CE (cont' d)
hal f across and | ook through it at
each of the centers.

CUT TGO
THE MASSAGE TABLE 94
as Fitch continues searching the centers of force.

FI TCH
And that way, he can see the source
of the trouble and, the Hopis say,
the actual face of the Two Hearts
who's causing it.

A beat, then Fitch returns his hands to Nina's feet and
resunes massagi ng them

NI NA
(nmocki ng)
Tell nme you' ve got a crystal in that
bag of yours.

FI TCH
(wi th an unanused | augh)
No.

NI NA
Because | could stand to know which
Two Hearts are causing ne ny pain.

Fitch is visibly annoyed, noticeably tired of hunoring her
smugness. He wanders away fromthe table.

FI TCH
It works, though, you know, this kind
of healing. Wat we forget is nodern
medi ci ne —any science when you think
about it —is a belief system a
religion |ike any other religion.
Medi ci ne wor ks because we believe it

will work.
NI NA
Sonmetinmes it just works.
FI TCH
And lots of tinmes it doesn't.
NI NA
I like clergynmen even | ess than

doct or s.

( CONTI NUED)
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FI TCH
That's because you worship in the
temple of Art. Wich is a whole |ot
like the tenple of Science, when you
get right down to it. Your God is a
j eal ous God —the nost |eal ous God of
all, in fact —the God of Reason.

NI NA
| see. So you're suggesting —what?
—I| convert? Becone a Hopi nystic?
Can you do that, by the way? Convert
to anot her race?

FI TCH
The point | was making, really, is
t hat we have —w thout even reali zing
it —given up one kind of nysticism
for another, nore socially acceptable
formof nysticism | don't know
about you, but |'ve never seen a
bl ack hole or a quark. They nmay
exist; they may not; | personally
have no way of know ng. | have seen
Hopi s wal k away heal ed, though, by
not hi ng nore than a nedi ci ne man
using his hands and a few crystals.

NI NA
Christ, you're patronizing.
FI TCH
All I"msaying is we —everyone —

we' ve gone and repl aced a system of
belief wwth a system of disbelief.
And that it's found its way into
everything we do and think. W've

| ost the capacity for wonder. And no
one —and this is the insidious part
—no one even knows that it's
happened.

NI NA
Except you

Fitch is plainly taken aback. Abruptly, we:

CUT TO
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THE DOUBLE BED 95

Alice kneels in the mddle of the bed while she conti nues
touching Fitch ritualistically.

ALI CE
They understand t hensel ves, the
Hopi s.
CUT TGO
THE MASSAGE TABLE — AS BEFORE 96
Fitch takes a nonent to regroup, then:
FI TCH
They understand t hensel ves, the
Hopi s.
CUT TGO
TI TLE CARD #7 97
whi ch reads:
"The Back of the Leg
The abundance of flesh here
requi res nore penetrating
nmovenents. "
CUT TGO
ANGLE ON THE MASSAGE TABLE 98

Alnost i ke a flashy bartender m xing a drink, Fitch pours
a thick streamof oil into the palmof his hand then
spreads it over her right calf and the back of her right

t hi gh.

A beat, as Nina wonders to herself if, perhaps, she hasn't
been a little too callous, alittle too cavalier about his
hard-won beliefs. And so:

NI NA
Where have you been, Fitch? in your
travel s?

FI TCH
More places than | can sonetines
remenber .

( CONTI NUED)
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NI NA
For exanpl e.

FlI TCH
Pretty much wherever the spirit took
me. The Far East, Africa.
A year with the aborigines in
Australi a.

NI NA
Massaged your way fromone end of the
world to the other?

NI NA
| envy that.
FlI TCH
Travel ing the worl d?
NI NA
Havi ng no responsibilities.
FlI TCH
No responsibilities? | think it's
j us the opposite.
NI NA
Way did you cone here tonight, Fitch?
FlI TCH
Wiy wouldn't 17
NI NA

The Far East, Africa, the Aborigines
—I1'"mnot your style.

FI TCH
Doug asked me to. He said you were
di fferent.

NI NA
(pl eased)
Did he?

(extrenely pl eased)
I like him

FI TCH

He said, of all the people he knew,
you were the one who was nost

( CONTI NUED)
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NI NA
What ?

FI TCH
Adrift.

as she considers that, then:

beat ,

NI NA
Adrift?

FI TCH
That was hi s word.

NI NA
Way woul d he say that?

FI TCH
Doug' s got the touch.

t hen:

NI NA
What do you suppose that neans?
adrift?

Fitch takes this as a rhetorical question until —

NI NA
| nean ... what does it nean?
FI TCH
Your heart, your spirit —you're
sear chi ng.
NI NA
How woul d he know? He's a kid.
FI TCH
Not as much of a kid as he thinks he
iS.
NI NA

All ny life, it's been the sane
thing: nen refusing to see me for who
| am projecting their idea of who I
should be on ne instead. Now, even

t he guy does ny nmassages wants nme to
be sonething I'mnot.

FI TCH
And what's that?

( CONTI NUED)
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NI NA
The tornented, career-obsessed
woman. | mean, why not take a little
bit of a risk and get to know soneone
on a nore conplex level? | really
t hought nore of Douglas —I know he's
your friend —but | really thought
nore of him

FlI TCH
Soit's a risk?

He gui des her off the table, which seens to surprise her.

NI NA
What ?

As she | ooks on curiously, he pours oil across the top of
the table and begins working it in Iike a Japanese steak
chef .

FlI TCH
Conpl exi ty.

She seens not to understand.

FI TCH
Just now, you said he wouldn't risk
knowi ng you on a nore conplex |evel.
So: is conplexity dangerous?

NI NA
Isn't it?

FI TCH
You said it was.

NI NA

It is. GCetting to know soneone is
al ways a ri sk.

FI TCH
I n what way?
NI NA
In every way, in every conceivable way.
CUT TGO
NI NA"S SI TTI NG ROOM 99

The painter studies A PAINTI NG HANG NG ON THE WALL as N na
eases | NTO VI EW

( CONTI NUED)
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NI NA
I just got it. What do you think?
PAI NTER
Doesn't matter what | think
FlI TCH
(v.0.)
I"mnot sure | get it.
CUT TO
100 ANGLE ON THE MASSAGE TABLE 100

From his bag he renoves a yellow cloth, which he |ays
across the table. He then guides her back onto to it.

NI NA
Inti mcy —whether it's enotional or
intellectual or sexual —I think it
can be very threatening.

FI TCH
Threatening? O a risk?

NI NA
Semantics? Christ.

FI TCH
No, I"'mtrying to understand you
You said Doug didn't. So I'mtrying
t o.

He covers her with other col ored cloths.

FlI TCH
That's what these are for. Colors
draw t hi ngs out of you —even in

si |l ence.
CUT TO
101 THE PAI NTI NG ON A WALL 101
studi ed by Nina and the painter.
NI NA
Why doesn't it matter —what you

t hi nk?

( CONTI NUED)
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PAI NTER
There's only one reason to do art: it
needs to be done. And he did it. So
why discuss it?

CUT TO
102 ANGLE ON THE MASSAGE TABLE 102
as Nina's mnd races.

NI NA
It is a fundanental difference
bet ween nen and wonen.

FI TCH
VWhat is?

NI NA
The level of intimacy they're wlling
to give thenselves up to. And | nean
any relationship, not just a sexual —
romanti c —one....

FI TCH
And you base that on...?

NI NA
What ?

FI TCH
Wll, I"mjust not sure there is this
huge difference. | haven't seen it,
anyway.

NI NA
You are trying to get a rise out of
me?

FI TCH
Does it sound it? | didn't nean it
t o.

NI NA

It's like that old thing we used to
debate: of what drives a man after
sex, whether it's nature or nurture
t hat makes himwant to run for the
door while the woman will lie there
f orever.

( CONTI NUED)
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FI TCH
And that's it? That's the
di fference? The etiquette of sex
with a stranger?

NI NA
I never said anything about
strangers.

FI TCH

Well, as nuch as he m ght be tenpted,
| don't think a man's going to bolt
for the door the mnute he's had sex
with his wife.

NI NA
Qovi ously, you don't know the sane
men | do.
CUT TGO
FLEA- Rl DDEN BED 103

in sone artist's garret. Andy is spraw ed across the bed,
chew ng pensively on the end of a cigarette, when a
youngi sh Ni na approaches.

Loom ng above him she offers a | ook of great |onging as
she caresses herself. A brief beat, then he smrks
derisively.

CUT TO
ANGLE ON NI NA AND FI TCH 104

as he now massages her inner thigh, plucking the flesh
t here.

NI NA
What a man wants is an illusion: of
what a woman is, of what a man and a
woman are together.

FI TCH

Any less of an illusion, your idea?
NI NA

What's that?
FI TCH

That all nen are alike, that |I'm
exactly the same as Douglas, he's
exactly the sanme as -

( CONTI NUED)
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104

NI NA
(quickly cutting himoff)
All men are alike. 1In certain
fundamental respects. | speak from

experience: two bad marriages —-count
"em —before | was 27. There are
sone variations, but they don't
amount to nuch.

She lies contenplatively for a nonent, then:

I NT. BEDROOM

Ni na and the

ANGLE ON THE

A beat, as fl

NI NA
Except maybe ..

CUT TO

painter lie in bed together, apreés-sex.
PAI NTER

I want you to sit for ne. | want you
to see yourself the way | see you.

CUT TGO
MASSAGE TABLE
eeting as it is wstful, then:

FI TCH
Except maybe what ?

NI NA
Not hi ng.

Fitch renoves the col ored clothes and begins to cover her
up with the towel.

NI NA
You really don't have to bother with
t hat, you know.

FI TCH
Wth what?

NI NA
The towel. Covering up. |'mnot
very nodest, |I'mafraid. | actually

prefer nothing on. That's the way
Dougl as al ways does it.

( CONTI NUED)
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FlI TCH
He can get away with it.
NI NA
Get away with it, how?
FlI TCH
Bei ng gay.
NI NA
Gay?
FlI TCH
Doug.
CUT TO
107 OMT 107
108 THE MASSAGE TABLE 108

where the idea of Doug's sexual preference |eaves her
t hunder struck, although she tries her hardest to conceal

it.

FI TCH
You knew he was gay?
_ NI NA
(l'ying)
O course.
FI TCH
He said you did.
NI NA
Sure. Yes.
FI TCH
He's usually very upfront about it.
NI NA
Very upfront.
FI TCH
In fact, that's how he and | net. He
t hought I was. Well, 1'd actually
wor ked on a friend of his who thought
| was.
NI NA
You' re not.

( CONTI NUED)
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FI TCH
(wth a shake of the head)
But Doug thinks everybody's gay.

That's part of his charm | actually
t hink he's bisexual in some half-
assed way.

A brief beat, then:

NI NA
Nevert hel ess.
FI TCH
What ?
NI NA
Still.
FI TCH
Yes?
NI NA
The towel .
CUT TGO
TI TLE CARD #8 109
whi ch reads:
"The Buttocks
Begin at the pelvic bone,
nmoving the flesh instead of
your hand."
CUT TGO
ANGLE ON THE MASSAGE TABLE 110
Fitch coolly strips the towel off Nina and tosses it down.
Reaching for a bottle of oil, he takes a nonent to take her
in.

For the first time, he truly sees her: in sharp contrast to
t he dowdy, doughy matron one m ght expect to be massagi ng
in these tony surroundings, she is |lithe and sun-bronzed.
She seens to be, noreover, totally avail able.

Wi ch pronpts us to:
CUT TO
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THE DOUBLE BED 111

where Fitch and Alice are wound around each other, panting
and withing, in the sweaty depths of sexual heat.

CUT TO
ANGLE ON THE MASSAGE TABLE 112

As he pours the oil into his hand, he gazes at Nina a
nonent nore, perhaps unaware of how | ong and how i ntensely
he has been staring at her.

FlI TCH
If you're ever interested in
sonething a little different, you
m ght want to try shiatsu. It's all
about stinmulating energy at different
points in the body. No oil of any
kind. Skin rarely touches skin.

NI NA
I've tried it. Once.

He now goes to work: first, oiling one side of her buttocks
then the other; next, working in the oil wth slow,
gl i stening, voluptuous strokes.

CUT TO
THE DOUBLE BED 113

where Fitch straddles Alice, applying oil to one side of
her buttocks then the other in precisely the same fashion.

ALl CE
You're getting pretty good at this,
you know. [If you don't watch it, you
m ght just spoil nme.

FI TCH
And if | do?

ALI CE
Well, you're the one who's going to
have to |ive wth the consequences.

FI TCH
"Il risk it.

CUT TO
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FI TCH AND NI NA 114
as he keeps up the slow, voluptuous strokes. |f what he
does is not sexual, it's a pretty decent imtitation,

t hough neither one of them says or does anything to
acknow edge it.

NI NA
Tell me about your famly, Fitch.

FI TCH
My famly?

NI NA
Your fam |y now gone.

FI TCH
Not much to tell.

NI NA
What was your father?

FI TCH

Executive. Ad man. But his famly had
noney to begin with. MW

not her's side, too. Not a lot, but
noney. Confortable | guess is how they'd
descri be thensel ves.

CUT TGO
DI NNER AT ElI GHT 115
A TEEN VERSION OF FI TCH, along with his SISTER, sits in the
m ddle of a long table with a DI STI NGU SHED, GREYlI NG MAN
AND WOMAN, his nother and father, at either end.
FI TCH
(v.o0.)
They used to do things |ike dress for
di nner every Saturday night.
CUT TGO
FI TCH AND NI NA —AS BEFORE 116
as the long, voluptuous strokes continue.

NI NA
Sounds fun.

( CONTI NUED)
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FI TCH
Sonetinmes, we'd have guests -

CUT TO
DI NNER AT EI GHT 117

The three are now joined by a young, AFFLUENT-LOOKI NG
COUPLE

FI TCH
(v.o0.)
Soneone fromny father's agency —
sone client and his wfe.

CUT TO
FI TCH AND NIl NA —AS BEFORE 118
as the long, voluptuous strokes continue.

FI TCH
But, usually, it was just the famly:
nmy parents, ny sister and ne.

FI TCH
It's funny. Talking about roles. MW
parents had these roles that they always
seenmed to ... inhabit. M father was the
shrewd businessman. M nother was the
t houghtful patron of the arts. Wich
was, as it turned out, a kind of fiction.

NI NA
How?

Maki ng hi s hands broad, he massages all over her buttocks
in big, circular strokes.

FI TCH
Wll, it was all the sane to her.
Classical music. Cassical art.
Didn't matter who or what it was. It
was all lovely. The woman —and over
the years |'ve cone to alnost admire
this about her —she didn't have a
critical bone in her body. She was
the sort of person they created
public television for.

He tries to lose hinself in the rhythmof his novenents,

the strokes he perfornms deep into her buttocks. But it
doesn't work. Not this tine.

( CONTI NUED)
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FI TCH
One night —it was one of these
Sat urday ni ght deal s and sone very
i mportant client was com ng.

CUT TO
119 TEEN FI TCH — MOVI NG 119

down a staircase.

FI TCH
(v.0.)
The nen were all going to be in
black tie. And about ten m nutes
bef ore the guests were supposed to
arrive, | cane downstairs, dressed,
ready.

CUT TO
120 THE DI NI NG ROOM 120

where Teen Fitch and his father, both dressed for dinner,
neet .

FI TCH
(v.o0.)
My father took one | ook at nme and —
wel |, he wasn't pleased, let's say
t hat .

NI NA
(v.0.)
Why ?
FI TCH
(v.0.)
It was nmy bowtie. He said that by
wearing one of those clip-on bowties

I was hum liating himbeyond
hum liation....

CUT TO
121 CLOSE ON FITCH S FATHER 121

as he nouths the words Fitch speaks OVER

( CONTI NUED)
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FlI TCH
(v.o0.)
"Areal gentleman ties his owm tie,"
he said. "You |look Iike a busboy."
CUT TO
122 ANGLE ON THE MASSAGE TABLE 122

as Fitch wanders toward the wi ndow and | ooks out.

NI NA
Ni ce. And how old were you?

FlI TCH
Seventeen. But he wasn't ranting,
you have to understand. Never

NI NA
So what did you do?

FlI TCH
| pulled apart the tie.

NI NA

What do you nean?

CUT TGO
123 ANGLE ON TEEN FI TCH AND H S FATHER 123
Teen Fitch, nuch to his father's astonishnent, pulls apart
t he bow.
FI TCH
(v.0.)
Because it wasn't a clip-on tie. It
was your standard, J. Press bowtie.
But 1'd tied it so
well, I'd done the tie so perfectly,
that it | ooked too good.
NI NA
(v.0.)
And what did he do then?
FI TCH
(v.0.)
Told ne to retie it.
MO S.: Fitch's father nouths words: "Retie it." Teen
Fitch, despite a brave front, appears still wounded from

( CONTI NUED)
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his earlier treatment. His father repeats his order:
"Retie it."

CUT TGO
ANGLE ON THE MASSAGE TABLE 124
as Fitch stares into sone distant place.

NI NA
That's it?

FI TCH
That's it.

Usi ng bunched fingertips, he begins to probe deeply into
t he nuscl es over the hip joint.

NI NA
No apol ogi es or —and you weren't
angry?
FI TCH
No.
NI NA
Not at all?
FI TCH

It wasn't about anger.

NI NA
VWhat was it about?

FI TCH
Expectations. Responsibilities. M
father, nmy nother —they were
trapped. Trapped by respon-
sibilities to things they never
t hought twi ce about. Trapped by
their own expectations of thenselves.

A beat, then:

NI NA
| don't know anyone who doesn't fee
sone sort of anbival ence toward their
parents. They are
who they are, you are who they are,
but then again you' re not.

FI TCH
But | wasn't anbival ent about them
not at all. | liked them | totally
( MORE)

( CONTI NUED)
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FI TCH (cont'd)
accepted who they were —maybe even
nore than they did.

CUT TO

125 EXT. MJD HOLE 125

126

127

In the shallow water, Fitch nmassages Alice using techni ques
fromwatsu, a kind of water nassage.

ALl CE
The angel s keep their ancient places,
Turn but a stone and start a w ng!

FI TCH
VWhat's that?

ALl CE
Oh, sonme lines froma poem| once
knew. Funny thing to suddenly
remenber .

CUT TO
THE MASSAGE TABLE —AS BEFORE 126

Nina's eyes are now wi de: she is not so much shocked by
this physical intimacy as by the realization of her
openness to it. Fitch, for his part, seens oblivious to
what he's doing and its effect on her.

CUT TO
EXT. THE MJUD HOLE 127

Fitch continues massaging. Alice then begins hunm ng
softly. The astute ear recognizes it as the fol k song,
"The Streets of Laredo (The Cowboy's Lanent)."

ALl CE
They're the sanme, did you know t hat?
The two songs —"The Streets of

Laredo"” and "St. Janes Infirmary" —
they started out as the sane song and
over the years went in two different

di rections.
(sings)
As | wal ked out on the streets of

Laredo ...
(a different tune)
I went down to the St. Janes
Infirmary ...
(speaki ng)
( MORE)
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ALI CE (cont'd)
Qut of one place can conme nmany
di fferent things.

CUT TO
ANGLE ON THE MASSAGE TABLE 128

as he continues plucking and stroking and teasing her inner
t hi gh.

NI NA
Wth ny famly, ny parents, it was
nore —what? —being invisible, |
guess. M father was an engi neer.

CUT TO
NI NA"S FATHER 129

smling, perfectly happy, perhaps nugging for the CAMERA,
hone novi e-style.

NI NA
(v.o0.)
He invented all these things you'd
never see, things that went inside
huge industrial machines to nmake them
run faster or snoother or safer.

CUT TGO
ANGLE ON THE MASSAGE TABLE 130
as he continues working on her inner thigh.

NI NA
But he never owned any of his
i nventions; his conpany did. So he
never nmade any noney to speak of.
And the things he created went inside
ot her things. So no one outside that
conpany even knew who he was. He
just did his thing.

FI TCH
Maybe he liked it that way. Maybe he
didn't want any recognition

NI NA
Everybody wants recognition.
FI TCH
The Hopis have a word: pind'u. It

means, "I aml."

( CONTI NUED)
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NI NA
Wth nmy nother, it was pretty nuch
t he sanme thing

CUT TO
NI NA"S MOTHER 131

Li ke her father, her nother is smling, perfectly happy,
perhaps slightly nore self-conscious in front of the
CAMVERA, hone novie-style.

NI NA
(v.0.)
She had the only acceptable job any
woman had in those days —a nurse.
And a good one.

CUT TGO
THE MASSAGE TABLE —AS BEFORE 132
as Fitch works thoughtfully on her thigh.

NI NA
But |ike every other nurse, she was
totally ignored, stepped on by any
doctor she ever worked wth.

Anot her beat, then:

NI NA
It used to break ny heart to see it:
two people like that, as gifted as
they were, as caring. | swore |
woul dn't live that way...

CUT TO
ANDY 133

The scuzzy bohem an, palette in hand, is rapt at his easel,
in the soft anber light of |late afternoon: a portrait of
the artist as a not-so-young man.

NI NA
(v.o0.)
Which is what led me to Andy, |
guess. Andy was on the faculty of
the art departnent at the college |
was going to.

CUT TO
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136

Closing his eyes, Fitch continues massagi ng her inner
t hi gh, searching her by sense of touch only.

NI NA
And for soneone |ike ne —eighteen,
smal | -town girl, anonynmous —it was
i beration. It took about three

years, but we did it finally —got
married —ny parents weren't too
pl eased.

FI TCH
How | ong were you married?

NI NA
Good question. Let's see. Two,
t hree weeks, anyway.

He smles, believing that she's joking. She's not.

FI TCH
What happened?

NI NA
Wel |, as popular as ny husband was on-

canpus, he was revered south of the
bor der.

CUT TO
A DARK ALLEY 135

where Andy neets with an UNAPPETI ZI NG NON- BOHEM AN.

NI NA
(v.o0.)
And hard as it is to believe today, |
didn't have a cl ue.

CUT TGO
NI NA AND FI TCH —AS BEFORE 136
NI NA
| was ei ghteen, nineteen, twenty
years old. | was a child -
FlI TCH

- eager for attention.

( CONTI NUED)
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NI NA
Andy was charm ng, but the truth is
he wasn't very smart. He nade one
trip too many through custons.
CUT TO
137 A HARSHLY LI GHTED WALL 137
As a UNI FORVED MAN shoves Andy up against it.
CUT TO
138 N NA AND FI TCH —AS BEFORE 138
NI NA
| guess | should be grateful it
wasn't on our honeynoon.
A thoughtful beat, then:
NI NA
Yeah, | did it for the attention,
sure. \Wiich can't be said about ny
second husband. Because | took ny
parents' advice after that. |
settled down with a decent,
honor abl e, hard-worki ng young man.
It was |ike taking a four-year nap.
A brief beat, then:
NI NA
They were m st akes.
FI TCH
But you | earned fromthem
NI NA
Not really. Well, maybe. | did
deci de the only nen you shoul d ever
seriously consider marrying are the
ones who already are. For the nost
part, they've had sone experience at
it.
FI TCH
Let's take a break.
CUT TO
139 OMT 139



62.
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As Nina sits, Fitcjh prepares his Japanese acupressure
heat i ng pads.

FI TCH
This is a kind of Japanese
acupuncture that uses heat instead of
needl| es.

He pl aces the pad between her thunb and index finger and
[ights it.

FI TCH
We put it here for nervous tension.

A beat, as she observes him then

NI NA
How about you?

FI TCH
How about ne, what?

NI NA
Married?

FI TCH
No.

NI NA
Never ?

FI TCH
No.

NI NA
Cl ose?

FI TCH
| suppose. Maybe. Depends how cl ose
you mean.

NI NA

A serious relationship. A
“meani ngful " relationship. You' ve
had one of those, | would hope.

FI TCH
I woul d hope.

( CONTI NUED)
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NI NA
But nothing that stirred up the old
conjugal instinct.

FI TCH
An instinct? is that what it is?

NI NA
The desire to nate —sure.

FlI TCH
The desire to nmate is not the desire
to marry.

NI NA
No, | suppose not.

FI TCH
No nore than standing in a firing
squad is the same as standing in
front of a firing squad.

NI NA
Ri ght.

FI TCH
What's getting married about, anyway?
Two peopl e swept up in the nost out
of control
del usi ve kind of passion, swearing to
God they'll stay that for the rest of
their lives.

NI NA
Oh, so you're a ronmantic.

FI TCH
For me, what conmes out of an
experience isn't nearly so
interesting as the experience itself.

CUT TO
141

Fitch and the young wonan stare into the fire.

WOVAN
You're rich. 1It's not your fault.
But that's why you're here. Because
( MORE)
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WOMAN (cont' d)
you can afford to run away from your

probl ens.
CUT TO
142 EXT. PATIO 142
FI TCH
How many peopl e know passion? Really
know it?
CUT TO
143 N NA AND THE PAI NTER 143
as she nodels for him as he studies her.
CUT TO
144 EXT. PATIO 144
NI NA
Wio was she?
145 ALI CE 145
alone, staring into the fire.
CUT TO
146 EXT. THE PATI O 146
as the acupressure pads snoke.
NI NA
How d you neet her?
FI TCH
I was running fromnyself and she
wasn't.
CUT TO
147 THE CAMPFI RE 147

The young woman | ooks up at Fitch who paces thoughtfully.

FI TCH
(v.o0.)
Sonme people, fromthe nonent they're
born, seemto sense where life wll
( MORE)
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FI TCH (cont'd)
| ead them They accept it. Maybe
t hey even enbrace it. But it makes
thema little old, too, | think.

CUT TO
EXT. PATIO 148

FI TCH
It's because they understand.

NI NA
Under st and what ?

FlI TCH
She knew what she knew.

CUT TO
THE CAMPFI RE 149
Fitch continues to pace; the woman continues to watch him
WOVAN
Just decide what it is you want ne to
do. Just decide and tell ne.
CUT TO
EXT. PATIO 150

He then bl ows out the pad and renoves it from her hand.

NI NA
So what happened to her?

He rises and heads for the house.

CUT TO
FI TCH — MOVI NG 151
toward the small, RURAL HOUSE, his eyes fixed on the front
door. Just as he is about to knock on the door, it opens
slowly on its own. He peers inside. Not another person in
sight, even when the door has opened all the way.

CUT TO
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EXT. PATI O 152
Fitch di sappears inside the house. A nonment later, N na
foll ows.
CUT TO
oM T 153
TI TLE CARD #9 154
whi ch reads:
"The Front of the Leg
Because the legs carry blood the
Fart hest di stance fromthe heart,
Start with a stroke to stinulate
circulation."
CUT TO
ANGLE ON THE MASSAGE TABLE 155

Fitch starts

Fitch smles

i n again, massagi ng her | egs.

FI TCH
People drift apart.

NI NA
Not al ways.

FI TCH

More often than not. You get to a
certain point of know ng a person and
you start asking yourself: what's
left?

NI NA
O maybe you just think you've gotten
to that point.

FI TCH
Well, that's what |I've found. At
sonme tinme, you just realize there are
not going to be any nore suprises.

NI NA
And you like surprises?

anmbi guousl y.

NI NA
O is it variety?

( CONTI NUED)
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Fitch remains silent.

NI NA
| don"t. | don't like surprises.
And | don't like variety. Variety is
a guy in a leather jock strap who's
just had his nipples pierced. And
don't think | haven't dated them

A long beat, as he slides his hands up to her knee and
begi ns massagi ng the | ower thigh.

CUT TO
156 NI NA AND THE PAI NTER 156

Nina in a pose as the painter paints.

PAI NTER
" m seeing sonething for the first
time, |ooking at you.

NI NA
And what are you seeing?

PAI NTER
An enpty roomwi th a | ocked door.

Nina's eyes open wide. She is hurt. The painter continues
painting as if he hasn't uttered a single word.

CUT TGO
157 ANGLE ON THE MASSAGE TABLE 157
as Fitch continues to massage her |ower thigh.

NI NA
| guess | really shouldn't blane
people for what they think of ne. No
nore than | should blane nyself. So
much of what people do is just
i nvention, anyway, inventing
t hensel ves, inventing their

friendships -

FlI TCH
And is that what you did: invent
your sel f?

NI NA

Didn't you? Poor little rich boy
runs off to join the Indians.

( CONTI NUED)
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FI TCH
Is that what it seens |ike?

NI NA
It's what it is.

Fitch quite obviously disagrees with this. He neverthel ess
resists objecting, instead nmassagi ng her in pensive
si | ence.

CUT TO
NI NA" S BEDROOM 158
The painter sits on the edge of the bed as N na approaches

seductively. Then, when she is virtually standing over
hi m

NI NA

Am | really an enpty roonf
PAI NTER

Yes.

She peel s of f her bl ouse.

NI NA

Even now?
PAI NTER

(sadly)
Especi al |l y now.
CUT TGO
THE MASSACGE TABLE 159

NI NA

W're alike, |I guess, you and ne.
FI TCH

You don't know anythi ng about ne.
NI NA

Don't 17
FI TCH

Not a thing.
NI NA

I know that self-indul gence is not
self-fulfillnment.

( CONTI NUED)
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FI TCH
I don't hide behind things, at |east.
NI NA
Yes. Yes, you do. In the worst way
of all. You hide behind your soul

behi nd this ooga-booga bullshit.

Fitch is stung sufficiently that he stops working. N na
shifts her weight to | ook up at him

CUT TO
160 N NA'S BEDROOM 160

The painter rises fromhis position on the bed and wal ks a
few steps past N na.

PAI NTER
In sone strange way, you're
pretending. At liking my work. At
being involved with me. At wanting
to go to bed with ne right now At
everyt hi ng.

NI NA
No.

PAI NTER
| couldn't tell you what it is, but
there's just sonething you can't |et

go of.
CUT TGO
161 ANGLE ON THE MASSAGE 161
At first, Nina seens ready to apologize to Fitch, if an
apol ogy is what the situation calls for. Instead, she says
not hi ng.

A long beat, during which he gradually imrerses hinself in
t he massage agai n.

Fitch is now massagi ng the inside of her thigh, working his
way up fromthe knee to very near her crotch where he
concentrates his strokes.

For the first time, he seenms fully cognizant of what he's doing to
her. Cearly, she's not in the |east unconfortable with this.

FI TCH
I's this how Doug does it?

( CONTI NUED)
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NI NA
Excuse ne?
CUT TO
TI TLE CARD #10
whi ch reads:
"The Chest

When nmassagi ng the chest of a
woman, do not avoid the breasts.
Trying to work around the breasts
wi Il disrupt the rhythm of your
strokes.

CUT TO
ANGLE ON THE MASSAGE TABLE

70.
161

162

163

Fitch has positioned hinself at the head of the table as he
begins a series of broad, circular notions just bel ow the

col | ar bone.

FI TCH
Maybe the whole thing's a question of
perception.

NI NA
What is?

FI TCH

It's not the way people see you
that's the problem but the way you
see them seei ng you.

NI NA
How do you nean?
FI TCH
Well, like, Doug. He said you were —

the word he used was

adrift. He never nentioned anything
about being single or not being
single. He never nentioned anything
at all. Beyond the initial
observation, that is.

NI NA
I'"'mnot sure | foll ow

( CONTI NUED)
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His fingers drift nonchalantly | ower down her chest,
suggesting that he would be the | ast person to |et
sonething |ike a breast break the rhythmof his strokes.

FI TCH
You |ike things, nice things.
NI NA
| do.
FI TCH
And you have nice things, lots of
t hem
NI NA
A few
FI TCH
And, yet, you feel like a failure.
NI NA
Did | say that?
FI TCH

Don't you?

Wth his palns, he gently strokes the sides of her breasts,
steadfastly refusing to nove his hands any closer to her
ni ppl es.

CUT TO
NI NA AND DQOUGLAS 164

as he noves his hands slowy around her breasts, encircling
t he ni pples, comng teasingly close to touching themonly
to pull away.

He repeats this pattern once or twice nore until, finally,
he lets his fingers caress her nipples. Her back tenses.
He gently pulls at them tw sting themslightly as he does.
She exhal es loudly. He pinches them between his thunb and
i ndex finger. Her body stiffens.

CUT TGO
NI NA AND FI TCH 165
as he brings his hands back to her coll arbone, never having

t ouched her nipples directly, |leaving her visibly
frustrated

( CONTI NUED)
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NI NA
Are you going to hold up your
crystals and tell ne I'mof Two

Hearts?

FI TCH
No. But, you see, what | believe is
not "ooga-booga bullshit." It cones

fromfirst-hand experience. There
are peopl e who have possessions, lots
of possessions, and they are nade

m serabl e by them

NI NA
And there are people who live in
refrigerator crates who' d trade
pl aces in a second. | buy things, I
admt it. But I'"'mnot a materialist.
Not really. Because, to ne, things
are things. They nean not hi ng.

FlI TCH
Not true. They carry nenories.
That's the way they're neaningful —
as a link to other people.

NI NA
Well, all I knowis | usually end up
just getting frustrated by all that
conspi cuous consunption, angry even

FI TCH
Because you think whatever it is
you' re buying will nmake you happier.
O younger. O sexier.

NI NA
| see what you're doing, you know.
You're trying to convince ne how
m serable | am

FI TCH
And am | succeedi ng?

NI NA
No, just pissing ne off.

FI TCH
Why's that?

NI NA

(the rage slowy building)
Because unli ke you, nothing was ever
( MORE)
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NI NA (cont' d)

given to nme, that's why. And it's
not noney |'mtal king about, not
just. Everything | own —everything
| have —1've earned, one way or
another. So don't tell ne |I'mwong
—don't tell me I'mimmoral —just
because | deci ded to make sonething
of my life and you didn't. | nean,
shoul dn't a man your age be
sonet hi ng?

FI TCH
now you' ve made sonet hing of your
e. |'mjust asking you what that

Ni na bolts upright.

NI NA
No, you're not! Not anynore.

A long beat, as they remain eye-to-eye for a nonent. She
then slide herself off the table, rising to her feet.

NI NA
You know what they difference is
bet ween you and ne? Really? The
difference is you have spent so nuch
time conpletely rationalizing your
life that you actually believe it....
You are a very lonely man, Fitch.

FI TCH
You | et himtouch you.
NI NA
Who?
CUT TO
166 N NA AND DOUGLAS 166

as he spider-wal ks his fingers around her breasts,
encircling the nipples.

CUT TO
167 N NA AND FI TCH —AS BEFORE 167
as they continue to face off.

FI TCH
You expect himto touch you.
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NI NA
Expect who to?
CUT TGO
168 DOUGLAS AND NI NA 168
as he lets his fingers caress her nipples, then gently
pulls at them twi sting themslightly as he does, then
pi nches them between his thunb and his index finger.
169 ANGLE ON NI NA AND FI TCH 169
as she backs off slightly.
FI TCH
That's what it's about, isn't it?
Doug and you —it's about sex.
Ni na doesn't respond.
FI TCH
Isn't 1t?
NI NA
I don't know.
A beat, then:
NI NA
Did he say sonething to you?
Dougl as?
Fitch shakes his head: no.
NI NA

She sl ouches

Oh, Christ. That obvious, hunh?
back toward the nassage tabl e.

NI NA
| knowit's nothing to him He's
very discreet about it. And it's not
i ke he does anything nore than touch
nme. |It's about as safe as sex gets
t hese days.

She now drops herself on the table and sits.

NI NA
| try to be, too: discreet. W never
talk about it. W just pretend it's
part of the nassage.

( CONTI NUED)
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170

FI TCH
VWhich it is.

A brief beat, then:

NI NA
Al'l relationships are a kind of
currency, |'ve cone to the
unfortunate conclusion. |'musing

you just like you' re using ne using
you using ne. On and on it goes....
The noney part —it's, at |east,
honest .

A long beat, then the TELEPHONE RI NGS.

Both heads snap in the direction of the phone as it rings
again ... and again ... and again ... until N na's
answeri ng machi ne CLI CKS ON

NI NA' S VO CE
(fromthe answering
machi ne)
H, this is Nina. At the sound of
the tone, the voice you hear wll be
your own.. ..

We hear the shrill BEEP, then
A MAN S VA CE
(fromthe machine)
Nina, you there? It's me: Dougl as.
Fitch and Ni na exchange a | ook.

FlI TCH
You're not going to get it?

Clearly, she is not. So we:
CUT TO
EXT. VINCE' S GYM — TELEPHONE BOOTH — DAY 170
DOUG
(on the phone)
Sorry about the switch.....

He gl ances out of the booth at the man staring in at him

DOUG ( CONT' D)
Sonething just came up. | was really
just calling to see if Fitch nade it.
( MORE)
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DOUG ( CONT' D)
He's a real decent guy. | know
you'll ITike him... Maybe he's

al ready been there and left, hunh?
Anyway, see you next week: sane tine,
sanme place. G ao, man.

As he hangs up the phone, we:
CUT TO
| NT. HOUSE — SUN ROOM — DAY 171

As the answering machine CLICKS OFF, Fitch and N na share
anot her | ook. She then reclines on the table, propping
hersel f up on one el bow.

NI NA
This is not the npbst rel axi ng nassage
|'ve ever had.

FlI TCH
But it's the best.

She hal f-laughs at this then | owers her shoul der, |ying
back on the table until she is conpletely supine.

He stands back for a nonment, as if not quite know ng what
to do next. He then reaches for a bottle and spreads oi
thickly across her belly, fromjust bel ow her breasts.

He now begi ns sonme short, deep strokes across her abdonen,
careful to avoid even the slightest contact wth anything
i ke an erogenous zone.

Sexual contact would, in any case, be totally extraneous at
this point. For in sonme perceptible though indescribable
way, the two are now connected nore conpletely and nore
intimately than sex woul d ever have allowed themto be.

NI NA

| wasn't being totally honest.
FlI TCH

About what ?
NI NA

Men. Men and nme. As nuch as |
choose not to believe it, the truth
is |'ve been involved with a | ot of
them |It's always nore of the sane,
sorry to say.

CUT TO
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172 THE PARK- LI KE SETTI NG 172
with the painter at the easel and N na stepping I NTO VI EW

NI NA
(v.o0.)
But the mddle of |last year —this
man just suddenly appeared in ny
l[ife. An artist.

CUT TO
173 ANGLE ON THE MASSAGE TABLE 173
NI NA
You' ve got to understand that in ny
worl d so nuch is done for effect.
And here was soneone who did nothing
for effect —he was who he was, no
apol ogi es.
CUT TO
174 THE TABLE BY CANDLELI GHT 174

Nina and the painter sit across fromone another, hol ding
hands.

NI NA
(v.o0.)
He treated me wel |.

The painter |eans across the table and kisses N na.

NI NA
(v.0.)
Very wel | .
She sm|es at himstrangely.
NI NA
(v.o0.)
Better than | treated him
PAI NTER
I find nmyself thinking about you al
the tine.
NI NA
I's that bad?
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PAI NTER
That's what | was going to ask you
It's hard for ne to know where
stand wth you
NI NA
Is everything in your life always so
conpl i cated?
PAI NTER
No, just the inportant things.
CUT TGO
175 ANGLE ON THE MASSAGE TABLE 175
NI NA
And all he expected in return was for
me to be ne.
FI TCH
But you couldn't —give yourself up
CUT TGO
176 THE FRONT DOOR — NI NA' S HOUSE 176

She wat ches i

n perpl exed silence as the painter wal ks down

the street, disappearing into the darkness.

177 THE STUD O

178 EXT. M SSOURI

CUT TGO
177
NI NA
It's been a long tine —a long tine —
since ny various husbands bl ew
through nmy life. But still. Too
much stuff. You don't want to admt
how nmuch peopl e affect you, but they
do.
CUT TGO
COUNTRY ROAD 178

W nding, silent, |onely.

CUT TO
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FI TCH — MOVI NG 179

along the side of the sane lonely road, toward a flashing
red light that grows brighter and redder as he approaches.
Finally, a POLICE CAR cones |INTO VIEW and just beyond it
THE WRECKAGE OF AN AUTOMOBI LE

Two EMTS are in the mdst of pulling Alice fromthe

wr eckage. They are in no particular hurry to get her up
t he enbanknment and inside the anbul ance; they have no
reason to be.

In death —or nore accurately, Fitch's inmagination of it —
she is just as she was in life: achingly beautiful,
unt ouched, wi thout a bruise or scratch.

oM T 180
oM T 181
oM T 182
oM T 183
oM T 184
oM T 185
oM T 186
ANGLE ON THE FRONT DOOR —NI NA' S HOUSE 187

She wat ches in perplexed silence as the painter wal ks down
the street, disappearing into the darkness.

CUT TQO
oM T 188
FI TCH — MOVl NG 189

toward the small, RURAL HOUSE, his eyes fixed on the front
door .

CUT TO
oM T 190
oM T 191
oM T 192
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FI TCH — MOVl NG 193

reaches the front of the house. Just as he is about to
knock on the door, it opens slowy on its own. He peers
inside. Not another person in sight, even when the door
has opened all the way.

CUT TGO
THE STUDI O 194
Fitch stops for a nonment and Nina turns to face him
FI TCH

I cane to a place once, not |ong ago.
It was a lonely place, an enpty pl ace

with no hope and, | thought, no way
out. It's a place | could have
easily been lost in forever. But,
slowmy, | began to understand

sonething —that | put nyself in that
place, and that it was up to ne to
get nmyself out. And so | chose hope.
| chose belief.
(physically referring to

hi s various nysti cal

I temns)
You see, it's all true. God has to
be all things to all people. To be
anything |l ess would be |l ess than
perfect —human. What you believe in
isn't nearly so inportant as
believing in sonmething. But just
don't wait too long, or you nmay find
yoursel f believing in nothing.

CUT TO
FI TCH — MOVI NG 195
t hrough the doorway into the rural house.
Once inside, he is nmet by a towering HOPI dressed in
cernonial garb. The Hopi extends an armin the direction
of the center of the room |It's there that Fitch sees a
casket with its top open
Fitch | eaves the Hopi and crosses reluctantly to the

casket. He |ooks down. There lies the perfect, lifeless
body of the young woman, Ali ce.

( CONTI NUED)
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Her mouth is turned slightly upward in the faintest
mel ancholy smle. Fitch is ashen at the sight of it.
CUT TO
THE STUDI O 196
Havi ng packed up all his things, Fitch |ooks at Nina.

FI TCH
How do you feel ?

NI NA
Good. Very good.

FlI TCH
Good.

CUT TQO
I NT. HOUSE — BEDROOM — DAY 197

Wearing a floor-length robe, she energes fromthe room and
starts down the hallway.

CUT TQO
I NT. HOUSE — ANOTHER HALLWAY — DAY 198

As she wal ks, her legs thresh open the bottom of the robe
reveal i ng that she wears nothi ng under neat h.

CUT TQO
I NT. HOUSE —STI LL ANOTHER HALLWAY — DAY 199

In the pal mof her hand, we now see, she clutches five $20
bills.

CUT TQO
EXT. HOUSE — DRI VEWAY — DUSK 200

Fitch, who has just finished |oading his nmassage table into
his car, returns to the house

CUT TQO
I./E. HOUSE —FRONT DOOR & HALLWAY — DUSK 201

Ni na nmeets Fitch at the door with the noney in her hand.

( CONTI NUED)
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| NA
Was it a hundred I owe you?
FI TCH
Did | say that?
NI NA

That's what Dougl as charges ne.

FlI TCH
Fifty's fine.

She pushes all the noney toward him

NI NA
Take it.

FI TCH
Honest | y.

NI NA
Take it.

FI TCH

kay, seventy-five, then.

NI NA
Seventy-five, then.

She presses all the noney in his hand.

NI NA
Wth a twenty-five dollar tip.

He sm | es and pockets the noney.

FI TCH
You get your way, don't you?

From his pocket, he renoves what |ooks |ike a conputer

chi p.
NI NA
What's that?
FI TCH
Sonething we're all | ooking for.
NI NA

And what's that?

( CONTI NUED)
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FI TCH
| nfor mati on.
NI NA
About you?
FI TCH
Me and you

He pl aces the chip in her palm closes her hand around it,
then turns her hand so that her fist faces dowward. He
t hen touches the top of her hand with his index finger

FI TCH
| want you to think about not
dropping it, and that's all | want

you to think about.

NI NA
Not dropping it —okay.

FI TCH
Concentrate. Try as hard as you can.
But on the count of ten, the chip is
going to fall fromyour hand, and

you' Il have absolutely no power to
stop it.

NI NA
Al right.

FI TCH
Ready? One ... two ... three ..
four ... five ... six ... seven ..
eight ... nine ... ten...

The chip drops fromher hand. He catches it on the fly.
He holds it for a nonent then hands it back to her.

FI TCH
Keep it.
NI NA
Were did you learn that?
FI TCH
| saw it in a novie once.
FI TCH
(after a nonent)
Well, I've got to be going.

CUT TO
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202 I NT. HOUSE —HALLWAY — DAY 202

Nina | eads the way to the front door, stopping just before

she opens it.

A brief beat,

NI NA
I"d like you to come back next week.
FI TCH
I"mflattered.
NI NA

|'"mserious. Sane day?

as he peers into her eyes.

FI TCH
What about Doug?
NI NA
What about hi nf?
FI TCH
| can't just take his gig away.
NI NA
Dougl as i s young.
FI TCH
So?
NI NA
He'll find soneone else to replace

nme. Wonen like him That's what you
sai d.

FlI TCH
Wll, it's not that | don't want to
come back

NI NA
Do you?

FlI TCH
Yes.

NI NA

Then, 1'Il work sonething out with
him 1'll explain the situation. |If
it's that inportant, I'Il have you

both come. But not at the sane tine.

( CONTI NUED)
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FI TCH
(smles)
Ckay.

He t hen extends his hand.

FlI TCH
It was nice neeting you. | hope that
| wasn't too ..

NI NA
What ?

FlI TCH

Confront ati onal

She takes his hand, pulls himclose, and kisses himon the
cheek in a friendly, distinctly unsexual way.

NI NA
O course, you were.

CUT TO
203 EXT. NINA'S HOUSE — DRI VEWAY — DUSK 203

Fitch nmakes his way down the wal kway to his car, glancing
back over his shoul der as he goes.

CUT TO
204 FITCH S POV —FRONT DOOR 204
Wth the door open w de, N na watches him
CUT TO
205 REVERSE POV —FI TCH 205

waves, ducks into the car, and turns the ignition.

CUT TO
206 ANGLE ON FITCH S CAR 206
as it pulls away.
CUT TO
207 EXT./INT. HOUSE — FRONT DOOR — DUSK 207

Nina lingers a nonent, watching the car disappear into the
dar kness, before she closes the door. Wen she turns away

( CONTI NUED)



207

208

209

210

211

86.
CONTI NUED: 207

fromthe door, sonething in the bedroomthe room catches
her eye.

CUT TO
I NT. HOUSE — BEDROOM — DUSK 208

Hanging fromthe wall is the PORTRAIT OF NINA that the

pai nter painted. N na gazes at it wistfully. She then
remenbers that she holds sonething in her hand. She | ooks
down at the conputer chip that Fitch gave her and sm | es.

CUT TO
INT. FITCH S CAR —MWWI NG — DUSK 209

Fromthe seat next to him Fitch funbles for a tape then
inserts it into the ageing tape player. But instead of
musi ¢, we hear the young woman's VO CE.

WOMAN' S VO CE
(fromthe player)
Is it on?

FITCH S VO CE

(fromthe player)
It's on.

The sound of sone funbling with the m crophone.
CUT TGO
ALI CE — CLOSE UP 210
singing into the tape recorder's m crophone.
WOMAN' S VO CE
(singing a capella)
| went down to the St. Janes Infirmary,
To see ny baby there,
She was stretched out on a |ong white table,
So pale, so cold, and so fair.
CUT TGO
INT. FITCH S CAR —MWI NG —AS BEFORE — DUSK 211
WOMAN' S VO CE

(v.o0., singing)
Let her go, let her go, God bless her —
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Fitch reaches over and turns off the tape player. He then
fixes his eyes on the PACI FI C COAST H GHWAY ahead.
CUT TGO
212 OMT 212
213 I NT. HOUSE —HALLWAY — DUSK 213
Ni na now noves through the hallway, eyeing her various
objets d"art, looking at themwith a critical eye that

seems to suggest sonme serious re-analysis is going on,
artistic and ot herw se.

CUT TO
214 INT. FITCH S CAR —MVI NG — DUSK 214
As the last |light of day disappears, as headlights of
oncomng traffic streamuninterrupted toward us, we ride
with Fitch for several nonents nore.

215 OMT 215

FADE QUT:

THE END



