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| NT. SUBWAY -- DAY

PERRY, an ei ghteen year old Black man, wites in a notebook
in a hurried yet concentrated manner. Shafts of sunlight
fromthe wi ndow dance on his skin and the pages as he wites.

The Manhattan skyline and the architecture of the bridge
pass in the background behi nd him

PERRY (V.Q)
There are thoughts that have the
power to trap ne. | wite them down

to be nore honest about them and
| essen their potential to do harm
There's a war inside ne.

| NT. PERRY'S BEDROOM FLASHBACK) -- DAY

Grainy super-8 inmage of JULIO a good-looking Latino guy in
his early twenties, propped up on one elbow. He's staring
at Perry, who's lying on his back | ooking at the ceiling.
Perry | ooks over and noves a strand of hair out of Julio's
eyes.

PERRY (V. Q)
He stared at ne and | felt weightless,
like I could crawl under his skin
and hide. | needed to solidify the
feeling for nyself.

| NT. SUBWAY -- DAY

Perry notices an ATTRACTI VE, WORKI NG CLASS BLACK MAN acr 0ss
fromhim He |ooks at himfor a |lengthy period of tine and
the Bl ack man gives hima coy, lustful smle. Perry attenpts
to avoid staring by |ooking down but can't resist.

| NT. PERRY'S BEDROOM FLASHBACK) -- DAY

(Super-8) There are the faint, distant sounds of kids playing
as Julio tells Perry a secret. Casually placing a warm hand
on Perry's chest, he |l eans over to kiss him

(Super-8, nore jagged and abstract) The door opens and PERRY'S
FATHER stares. He enters the roomin a rage, grabbing Julio
violently and throwing himinto a chest of drawers. His

f at her approaches and Perry's arm goes up to bl ock the
assaul t.

| NT. SUBWAY PLATFORM -- DAY

Wth a rush of wind the train speeds into the station.



| NT. SUBWAY -- DAY

In the corner opposite Perry, BRUCE, a |ight-skinned Bl ack
man in his eighties, drifts in and out of sleep. H's head
is | eaning dangerously close to the passenger next to him

He wakes for a noment with the new influx of passengers and
then gradually drifts back to sem -consci ousness.

DI SSCLVE TO

| NT. BROWNSTONE( NI GGERATTI MANOR) (1926) BLACK & WHI TE - -
NI GHT

LANGSTON, a handsone, 24-year old, Black man and YOUNG BRUCE
19, are in the living room Langston is standing and reciting
a poemfor Bruce who is seated with his eyes cl osed,
enraptured. The reading is set to a pulsating jazz beat.

LANGSTON
(reciting with verve
and passi on)
"This is a song for the genius child
Sing it softly for the song is wld."

| NT. SUBWAY -- DAY
Langston's voice is heard throughout these epheneral i nages.

Cl oseup of Bruce as his head falls towards his chest.
Di ssolving in and out of the closeup of his peaceful face
are super-8 i mages of young Bl ack children playing various
street ganmes - stickball, dodgeball, doubl edutch, etc.

LANGSTON (O S.)

"This is a song for the genius child.
Sing it softly for the song is wld.
Sing it softly as ever you can.
Lest the song get out of hand. Nobody
| oves a genius child. Can you |ove
an eagle, tanme or wld?

(into a passionate

finale)
WIld or tane, can you |ove a nonster
of frightening nane? Nobody | oves a
genius child. Kill himand let his
soul run wld."

| NT. NI GGERATTI MANOR (1926) -- NI GHT
As the poem ends Young Bruce opens his eyes and appl auds.

YOUNG BRUCE
It's incredible.



LANGSTON
(gazing intently)
| thought you'd like it.
(pause)
It's about you.

EXT. OPENI NG CREDI T MONTACE -- DAY/ NI GHT

Titles are superinposed over a nontage juxtaposing
hi storical/cultural footage fromthe Harlem of the 1920's
wi th images of present-day Harl em

Harl em Hel | fighters return fromWN narching triunphantly up
5th Ave.

Newspaper headlines about race riots, segregation and
I ynchi ngs throughout the country.

Throngs of Bl ack people clap in affirmation as Marcus Garvey
speaks at a Back-To-Africa rally.

Pans of the sanme Harlem streets then and now.
Newspaper Headline - "Harlem- Mecca of the New Negro"

The dancers of the Savoy and the Cotton Club intercut with
extravagant vogueing balls of 2001.

The facade of 267 West 136th St. (N ggeratti Manor) in the
past and currently, hauntingly superinposed over one another.

I NT. NI GGERATTI MANOR LI VI NG ROOM PRESENT) -- NI GHT

Two paintings are on either side of a crackling fireplace.
The first on the left is of Perry and the second on the right
is of Bruce, smling and exuberant. Dolly in to Bruce's
face in the painting.

DI SSOLVE TO
EXT. HARLEM STREET -- DAY

(Super-8) Slownotion imge of a young, Black boy playing
hop-scotch with two girls as other boys watch fromthe corner
in anger. Fleeting snatches of children's voices rhym ng
and taunting are heard through street traffic.

| NT. SUBWAY -- DAY

The children's voi ces have becone nore sparse and haunti ng.
Bruce is now fully awake and noticing the exchange of gl ances
between Perry and the Bl ack man across fromhim The ghost
of a smle appears across his face as he closes his eyes.



BRUCE (V. OQ.)

History in the flesh. | needed to
hel p you break it open and excavate.
Dig. Boys with pretty eyel ashes and
taut abdonens; pale and dark |ike
night. Bodies that | was aching
for. Being excluded fromyet
naturally linked to the rhythns of
Black life. For nost of ny fol ks
bei ng gay was what they called "a
white man's di sease.”

(pause)
| could not go hone as who | am .. and
nei t her can you.

EXT. SUBWAY PLATFORM -- DAY

The train enters the next station. Perry and Bruce exit
fromdifferent doors and nove towards opposite staircases.
As they both exit frame the i mage suddenly dissolves to white.

| NT. PERRY'S DORM ROOM -- MORNI NG

Perry is waking up in his dormroomto the sound of a blaring
alarmclock. H's eyes open slowy as he funbles with the
cl ock eventually shutting it off.

He grabs vari ous bat hroom supplies and stunbl es hal f-asl eep
t hrough the hallway to the shower.

| NT. BATHROOM HALL -- MORNI NG

Perry is waiting for a shower to free up. He fidgets and
stanps his foot in frustration as JIM an attractive and
confident nineteen year-old white guy, sings an old R&B song
from behi nd one of the curtains.

PERRY
(remarking to anot her
guy waiting)
"' mgonna be late for ny ten o' cl ock
for the third time this week and
this guy's wapped up in sonme Mtown
fant asy.

In the mrror we see another guy nove towards the first shower
whi ch has just opened up. Jimsticks his head out of the
third shower.

JIM
You got a problemw th ny voca
stylings?

Perry gestures for himto hurry up.



PERRY
You shoul d be sued for desecrating
songs like that.

JIM
One day you'l|l be payi ng hundreds of
dollars to hear this.

He starts singing loudly into his shanpoo bottle.

PERRY
Come on you asshol e.

Perry throws a plastic soapdish at himw th playful, sarcastic
anger.

JI'M
Alright, alright.

Jimreaches for a towel as Perry inconspicuously |ooks him
up and down. Jimshakes his hair and begins gathering his
stuff.

PERRY
VWhat tinme is it M. Sunshine?
JIM
Fi ve of.
PERRY
(Turning to exit)
Shit.

Perry wal ks out in frustration as Jimfollows behind. Jim
crosses the hall and begins to unlock his door. He turns
and watches Perry wal k towards his room

JIM
(pretending to sniff
a foul odor)
Snells |i ke soneone needs a good
shower .

Perry casually slips himthe finger over his shoul der.
JI M ( CONT' D)
Must be all those steany, wet dreans
you' ve been havi ng.
Jimsmrks to hinself as he watches Perry enter his room
I NT. UNI VERSI TY CLASSROOM - MORNI NG
| SAl AH, a bl ack professor in his thirties, is teaching a

class of predomnantly Black students. Perry and Jimsit in
close proximty to one another.



| SAl AH
Can | have a volunteer to read this
passage?

Jimraises his hand.

| SAI AH ( CONT' D)
Jim start at the top of page 98.

JIM

(readi ng sl owy)
"If we - and now | nean the relatively
conscious whites and the relatively
consci ous bl acks, who nust |ike |overs
insist on, or create the consciousness
of others - do not falter in our
duty, we may be abl e, handful that
we are , to end the racial nightmare,
and achi eve our country and change
the history of the world. If we do
not do everything, the fulfillnment
of that prophecy, recreated fromthe
Bible in song by a shane is upon us:
God gave Noah the sign, no nore water
the fire next tine."

A pause as the students think about the statenent.

| SAI AH
Does anyone care to comment on how
this passage witten in 1963 m ght
relate to the political and cul tural
climate of today?

A young Bl ack worman, CHANTAL, raises her hand.

| SAI AH ( CONT' D)
(pointing to her)
Chant al .

CHANTAL
The L. A. riots for one.

A well-built, authoritative student, RAHSAN, rai ses his hand.
| sai ah points to him

RAHSAN
Unarnmed brothers gettin' shot by the
cops. How | ong's that gonna be
tol erated?

PERRY
(j unmpi ng in)
Who's witing this? Ws Janes Bal dwi n
tol erated?
( MORE)



PERRY ( CONT' D)
He was basically silenced 'cause him
being gay was a threat to the major
| eaders of The Civil Rights Mvenent.

Anot her student, SEAN, |eans over to Rahsan.

SEAN
(whi spered yet audi bl e)
Fucki n' faggot.

Rahsan sm rks, shakes his head and rolls his eyes.

CHANTAL
Perry's right. We should | ook at the
experience of the witer. Especially
when it's obviously linked to the
content of what we're reading.

Anot her student, KEI SHA, speaks quietly as if she's talking
to herself.

KElI SHA
| didn't even know Janes Bal dwi n was

gay.
Rahsan rai ses his hand and doesn't wait to be call ed on.

RAHSAN

(frustrated and irate)
What does hi m being gay have to do
with his work in the Cvil Rights
Movenent ?

(not waiting for a

response)
That's conpletely beside the point.

PERRY
It's not when you think about the
i deas he contributed while being
silenced. How nmuch nore did he have
to say? W don't know.

RAHSAN
(cutting himoff and
i ncreasing in anger)
We tal kin' about activism and
political struggle not what people

do with their sex organs. |If you
like to take it up the ass then that's
your business. | don't see why we

need to hear about it in this class.

| SAI AH
(assertive)
Al right, guys. That's enough. Calm
down.
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O her students in the class stifle |aughter as Rahsan sl aps
Sean' s hand.

RAHSAN
(towards Perry)
The majority of people at the tine
didn't care that Bal dw n was gay.

PERRY
(i ncreased anger)
Bul l shit. Get real

| SAI AH
(aggressive, taking
control)
Let me rem nd you both that you're
in a University classroom MW
university classroom Treat it with
sonme respect.

PERRY
The real things that kept these
movenents from being effective were
t hi ngs |i ke honophobi a and sexi sm
If we're not tal kin' about those
things then what's the point of even
bei n" here.

SEAN
Those are things that you're
interested in. Maybe the rest of us
aren't.

RAHSAN
(vol atile)
We need to be tal kin' about why Bl ack
peopl e were getting |ynched every
day across this country.

SEAN
This class is about Black political
struggle. Period.

PERRY
(angry, exhausted yet
still chall engi ng)

So | guess the things I'mtalkin
about have nothing to do with that?

O her students raise their hands as the bell rings. There
is still afiery tension in the air as students gather their
bel ongi ngs. Rahsan whispers to Sean, glaring at Perry.

| SAI AH
Renmenber those thoughts and we'l|
conti nue next week.

( MORE)



| SAI AH ( CONT' D)
If you' re having trouble finding a
topic for your final papers please
conme see ne during office hours.

EXT. UNI VERSI TY BU LD NG - MORNI NG
Clusters of students exit and enter different cl assroons.

Perry enmerges fromthe crowd noving hurriedly as Jimtries
to catch up to him

JIM
Perry sl ow down, Jesus.

PERRY
That guy's a fucking dick. | hate
hi m

JIM

VWell you got your point across.
think that's the first tinme you' ve
said anything in that class all
senest er.

PERRY
That's cause | always feel like if |
open ny nouth I'lIl just start
screamn'.

JI'M
Brush it off, bro. You know he's
just tryin' to get a rise out of

you.
PERRY
Yeah, well it's working.
JIM
(attenpting to calm

him
You got your ticket to the De La
concert tonorrow night?

PERRY
|"mactually going to get it right
now.

JIM

You better hurry up before it sells
out. That shit's gonna be off the
net er.

They pound fists.

PERRY
"Il catch you |l ater.
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EXT. HOVELESS SHELTER -- MORNI NG

EVELYN, a black wonman in her late thirties, approaches a
honel ess shelter holding a cup of coffee. BILL, an extrenely
i nt oxi cated, grungy-|ooking Black man exits the shelter,

al nost crashing into her.

EVELYN
(hol di ng hi m up,
attenpting to steady
hi m
Whoa, whoa. Easy. You alright?
Bill rmunbles incoherently under his breath. He noves quickly
towards the curb, gripping his stomach. Evelyn |ooks at him

with disbelief as he begins vomting. She's fum ng as she
stares and then turns and enters the buil ding.

EXT. EAST VI LLAGE STREET -- DAY

MARCUS, a 21-year old Black poet, stands talking to Perry
who's seated on a porch

MARCUS

You ready for the opening next week?
PERRY

| guess. Al the paintings are done.
MARCUS

My boy steppin' out in his Soho debut.
PERRY

Pl ease.

(pause)

Speaki ng of debuts, | thought you
had sone new shit for ne.

MARCUS
| do.

PERRY
Well what are you waiting for?

Marcus cl oses his eyes getting ready to performa new pi ece.

Bruce approaches themslowy and tentatively, |istening and
taking it all in.
MARCUS
(Essex Henphill -

"Romance is Intrigue")
Am d conflicting reports the truth
energes. Coarse edged. An ungentle
Bl ade. For peeling back the night's
skin...It requires great strength in
t he hands.
( MORE)
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MARCUS ( CONT' D)
A strength not as obvious as nuscl es.
So I watch you through the eyes of
people I love. The good and the
bad, they tell me, | hear. | believe
what | feel noves unsaid in the air
between us. Satellite blackouts.
It is true. Sone of the people we
| ove are terrorists.

PERRY
(sl appi ng Marcus's
hand)
Uh, I"'mfeelin'" that.

Bruce enters their space abruptly. Dignified and confident.
Cl osing his eyes, he speaks as if he's describing a dream
quietly trying to relive it for hinself.

BRUCE
(excerpt from "Snoke,
Lilies and Jade")
It was alnbst as tho' it had journeyed
to neet him The night was so bl ue.
How does blue feel. O red or gold
or any other color. |If colors could
be heard he'd paint nost wondrous
tunes. Synphonious...Think...the
dul cet clear tone of a blue like
night. He blew a cloud of snoke...
soon the snoke would rise and then
he woul d clothe the silver snoke in
bl ue snoke garnents. Truly snoke
was | i ke imagination.

Marcus and Perry are stunned and smling as they stare at
each other and then at Bruce.

MARCUS
Damm, even Grandpa got a bag of
tricks.

BRUCE
You think you started this? | been

riffin" on corners like this since
bef ore your nother was even a fignent
of your grandnother's inmagination.

MARCUS
And you ain't lost nothin'.

BRUCE
We were here before you and they'l|
be kids comn' up after you
(pointing to his head)
So stay sharp and watch your back
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Bruce turns and begi ns wal ki ng away.

MARCUS
Yeah, well tell "emto bring it on.
"' m ready.

Bruce is halfway up the block. Wth his back to them he
lifts his hand as a good-bye gesture and keeps goi ng.

TI ME CUT :
EXT. WASHI NGTON D. C. STREET (1926) (BLACK & WHI TE) -- NI GHT

Young Bruce and Langston | augh as they wal k barefoot along a
qui et street. They are obviously very confortable with each
ot her.

LANGSTON
We're gonna get arrested for wal ki ng
around here like this.

YOUNG BRUCE
(rebel l'i ous)
Who car es.

Langston | ooks up and points out a specific constellation to
Young Bruce.

LANGSTON
(1 ooking up and
poi nti ng)

Do you see it? It's Oion. You see
those three in line to the left.

YOUNG BRUCE
| think you' ve been snoking sonet hing.
LANGSTON
(1 aughi ng)

All you have to do is open your eyes.
(pointing to the sky)
It's right there.
TI ME CUT:
EXT. HOVELESS SHELTER( PRESENT) -- DAY

As Bruce wal ks past the honel ess shelter, Evelyn can be seen
t hrough the w ndow.

I NT. OFFI CE OF HOVELESS SHELTER - DAY

Evelyn is putting away folders at a filing cabinet when Perry
enters.
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EVELYN
(cold and direct)
Sit down.

He attenpts to appear confortable in his seat yet senses
that sonmething is wong.

PERRY
So, what's up?
EVELYN
Perry, | thought there were sone

basic rules we tal ked about before
you started working here.

PERRY
There were.
EVELYN
And what's the main rule we tal ked

about ?
Perry begins to understand what's happeni ng.

PERRY
That if anyone appears under the
i nfl uence of al cohol or drugs they
can't be adm tted.

EVELYN
(vi sibly angered)
And | pass Bill this norning weaking
fromhere to high heaven. Pukin
his guts out on the goddamm curb.
(matter of
fact, accusatory)
You were on duty when he cane in
last night? AmI right?

PERRY
Yes.

Perry is |looking at the floor avoiding Evelyn's glare.

EVELYN
You | ook at nme when I'mtalkin' to
you. | know you need this job for
t he work-study program And | |ove

you |like a son. But one nore m stake
and that's it, you're out.

She notices how di stanced Perry is. She becones nore intense
and focused on getting through to him

EVELYN ( CONT' D)
Are you listening to nme?
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PERRY
Yes. It won't happen again.

I NT. UNI VERSI TY LI BRARY -- DAY

Perry is wal king through the stacks passing several books on

bl ack theater/art : "Shadowed Dreans", "The New Bl ack Poetry",
"Bl ack Thunder", etc. He picks up "The Harl em Renai ssance
Reader ". Flipping through it, he stops on a page with

fam liar words.

First Perry's voice reads then Bruce's voice fromthe earlier
scene nerges with his.

The scene of Bruce reciting on the street dissolves in and
out of Perry's eyes reading and the printed words on the

page.

PERRY (V. O.)

How does blue feel. O red or gold
or any other color. |If colors could
be heard he'd paint nost wondrous
t unes.

(Bruce O S. layers in

her e)
Synphoni ous. .. Thi nk. .. the dul cet
clear tone of a blue |like night. He
bl ew a cl oud of snoke... soon the
silver snoke would rise and then he
woul d cl othe the silver snoke in
bl ue snoke garnents...Truly snoke
was | i ke imagination.

He goes to the beginning of the poemto see the title :
"Snoke, Lilies and Jade" by Bruce Nugent.

EXT. EAST VI LLAGE STREET -- DAY

Previ ous shot of Bruce wal king away with his back to them
and gesturing good-bye with his hand(sl ow notion).

| NT. LI BRARY -- DAY

Jimenters with a hard, masculine strut and sets his stuff
down. A raucous hip-hop beat, muffled yet very noticeabl e
is comng fromhis wal kman headphones. Perry | ooks up at
him disturbed yet playful.

PERRY
No hone trai ning.

JIM
VWhat ever.

He sits down and pretends to read notes. His foot casually
hits Perry's.
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JI' M ( CONT' D)
Was that your foot?

PERRY
(annoyed)
Yeah it was. You and those big clod-
st onper feet.

JIM
You know what they say, big feet,
bi g shoes.

Jimw nks and smles devilishly with a teasing sexiness.
Perry shakes his head and | aughs to hinself.

He continues witing in his notebook. Jimstares at him as
he wites. The shot becones slow notion as Ji mbeconmes nore
entranced by Perry's face.

He i nmpul sively reaches for Perry's book that's face down in
front of him He begins reading on a random page. As Jim
reads and Perry wites, they both are stealing glances at
each other w thout the other person noticing.

JIM(V.O ) (CONT' D
(excerpt of "Snoke,
Lilies and Jade")

"...his lips were so
beautiful...quizzical...l would kiss
your lips...he would like to kiss
Beauty's lips... A ex flushed warm
...With shane...or was it shanme..."

After a few nonents of looking at Jim Perry gets up with a
not ebook and wal ks toward the hall. Jims eyes follow him
as he wal ks out the door.

I NT. UNI VERSI TY HALLWAY -- DAY
Perry sits in a corner witing quickly.
| NT. LIBRARY -- DAY

Jimis entranced by the words of the poem This is intercut
with Perry witing and thinking in the hall.

JI'M
(excerpt of "Snoke,
Lilies and Jade")

"...Beauty's cheek felt cool to his
arm..his hair felt soft...such a
dream..and what did it all nean...did
dreans have neanings. .. Beauty
stirred..."
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EXT. VILLAGE STREET -- DAY
Marcus stands with three ruffneck honeboys.

HOVEBOY#1
(to Marcus)
Yo, you heard that new Jigga shit.
The joint where himand Beanie are
like blendin' and shit.

MARCUS
Yeah. That shit is hot.

Mar cus | ooks over as Perry approaches and enters their space.
He nods towards the three honeboys. He enbraces Marcus and
gives hima kiss on the cheek. Marcus flinches with

di sconfort. The honeboys | ook at Perry with disgust.

PERRY
(To WMarcus)
You gonna cone by later?
MARCUS
(slightly uneasy,
| ooki ng at the other
guys then to Perry)
Around four, right?

PERRY
Yeah, it shouldn't take long. Just
sone silly-ass school bullshit.

MARCUS
['Il be there.

PERRY
Cool. See you later.

They grab hands and the others | ook towards Perry as he wal ks
away. They wait awhile before tal king but they know he's
still in earshot.

HOVEBOY#1
(To WMarcus)
Yo, son that nigga is bitch

He | aughs and sl aps hands wi th honeboy #2.

HOVEBOY#2
Wiy you lettin' that faggot
mut haf uckah ki ss all over you and
shit?

HOVEBOY#3
| know, son, what the fuck's wong
with you. W startin' to wonder
what team you battin' for.
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HOVEBOY#2

(singing Buju Banton's

"Boom Bye- bye" and

maki ng gun gestures

towards Marcus's

head)
Boom bye-bye in a batty boy head,
boom bye- bye.

MARCUS
(knocki ng the hand
away)
So he's a faggot, he's still cool.

HOVEBOY#1
Yeah right. That shit is nasty, yo.
| can't even stand | ookin' at that
mut haf uckah

They watch Perry walk froma distance. A few Black nen pass
Perry, nonchal antly | ooking himup and dowmn. He quietly
returns their stares and then focuses his eyes on the ground.

Bruce sees Perry fromacross the street and then refocuses
his gaze on TWO WELL- DRESSED BLACK MEN in front of him They
are immersed in conversation and enjoying each other's
conpany. Bruce | ooks towards the ground thinking to hinself.

TI ME CUT :
EXT. WASHI NGTON D. C. STREET (1926) (BLACK & WHI TE) -- N GHT

Young Bruce and Langston are seated on a porch, there's an
intensity and excitenent increasing in Langston.

LANGSTON
| told you about that awards di nner
in New York on Tuesday, right?

YOUNG BRUCE
Yeah.

LANGSTON
(excited)
You could cone with nme. Lord knows
there's nothing goin' on around here.
"' m thinking about trying to find a
cheap place to live there.

YOUNG BRUCE
Those are sone big ideas you have.

LANGSTON
You're the one that's always tal kin'
about life as one big adventure. So
why keep tal kin' about it when we
could be livin' it.
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Young Bruce is |ooking contenplative and suddenly gives a
radi ant, m schievous smle. There's a magic glint in his
eyes.

YOUNG BRUCE
VWhat tine does the train | eave?

| NT. SUBWAY STATI ON 135TH ST. (1926) -- DAY

The train pulls into the station. Young Bruce and Langston
are ascending onto the street. Young Bruce is literally
spinning around in circles, attenpting to take it all in.

Passersby attenpting to go about their day becone
unconfortable with Young Bruce's eyes fixed on them

LANGSTON
Didn't your mama teach you it's not
polite to stare.

TI VE CUT:
| NT. PERRY' S DORM ROOM PRESENT) -- DAY

Perry is sitting and holding a pencil and his sketchpad.

Hi s gaze is focused and concentrated as he stares at sonet hing
and then | ooks down towards his work-in-progress. He dashes
off a few brisk |ines.

A portrait of Marcus is comng into being. Mrcus is staring
at himbecom ng inquisitive and restl ess.

MARCUS
(curious and direct)
When did you first know you were

gay?

PERRY
(1 ooki ng between the
page and Marcus)

Wen? |'ve known all ny life.
MARCUS

Li ke as far back as you can renenber?
PERRY

Well | guess ny earliest nmenories

are of |ike changing with other boys
for gymand al ways wanting to | ook
at their dicks but know ng that they
couldn't see ne looking. So I'd

|l ook for like a mllisecond.

MARCUS
Real | y?
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PERRY
Yup. It's funny how nmuch I'd see in
that mllisecond. Just fromthe
shape inside their underwear. 1'd
know the length, the width, cut,
uncut .

MARCUS

(1 aughi ng)

Damm you got some eyes on you

PERRY
| was sizin' shit up. Like a
mut haf ucki n' sl eut h.

MARCUS
You was pullin' some Nancy Drew shit.

PERRY
Nancy didn't have shit on ne!

Perry laughs and then his gaze on Marcus becones nore
concentr at ed.

I NT. SUBWAY -- EARLY EVEN NG

Perry is haphazardly | ooking through the newspaper and sees
a picture of one of his paintings. The caption reads "Bitter
Earth by Perry WIlians-one of the works in the Flip Mde
exhibit at the Jack Preston Gallery in Soho." He quickly
skinms the article and focuses on one paragraph.

PERRY (V.Q)
"Many of the artists included in the
Flip Mode exhibit are so innovative
and daring that the viewer is forced
into a reconsideration of the visual
mar kers of African-Anerican art.
This is nost apparent in the work of
Konah Johnston, Emma Sims and t he
young Perry WIllianms, age 18. These
are nanmes |'msure we'll be hearing
alot nore fromin the not too distant
future. The exhibit opens to the
public on Friday."

Perry quickly closes the paper, slips it into his bag and
exits through the subway doors.

EXT. WEST VI LLAGE STREET -- EARLY EVEN NG

Perry watches Jimon his skateboard as he snoothly works
conpl ex noves with bold dexterity. His skills have becone
second nature and yet he knows Perry's watching so his
performance i s even better.
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Jimskates by a deli fruit stand, sw pes an apple and speeds
of f.

Perry laughs as the angry DELI OMER exits the store to try
and catch Ji mwhose hal fway up the bl ock

EXT. WEST VI LLAGE STREET -- EARLY EVEN NG

Perry is wal king dowmn the street as Jimjunps fromaround a
cor ner.

JIM
(energi zed and pl ayful)
Boo!
PERRY
(begins with a startled
br eat h)

Jesus! Don't do that. You scared
the shit out of ne.

JIM
Rel ax.

PERRY
You know t hey're gonna | ock your ass
up one of these days.

JIM
Yeah well 1'1l take ny chances.

He takes a bite out of the apple and offers sone to Perry.

PERRY
Don't gime your stol en goods.

JIM
You' re | oss.
(pause)
You wanna go get a beer before the
show. You | ook |ike you could use
one. Steady your nerves a little

bit.
PERRY
| really need to try and finish this
paper .
JI'M
(tenpting)

Ch cone on. Live a little.

He grabs Perry's armand they rush up the street.
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| NT. VI LLAGE BAR -- EVEN NG
Jimsmles flirtatiously with the femal e bartender. He brings

two tall glasses of beer to the table. Perry lights a
cigarette as Jimsits down.

PERRY
She didn't card you?
JIM
(giving a charm ng

grin)
VWhat are you crazy? Wth a killer
smle like this?

(pause)
Even if she did, |I have ny ways around
it.

Jimflips open his wallet on the table to show Perry his
very convincing fake |1.D.

PERRY
(studying the I.D. in
the wall et)
Where' d you get this?

JIM
My peopl es take care of ne.

Taking a sip of beer he seens to be studying Perry's face.
Perry is still staring at Jims picture in the wallet.

JI'M (CONT' D)
So how conme a good-1 ookin' guy like
you isn't goin" out with anyone?

PERRY
| don't know. | guess |'ve never
really been the social type. | always
feel like | need a good line to

appr oach soneone.

JIM
What do you nean? Just be nornal.

PERRY
VWhat's normal ?

JIM
You know regular shit like "Do you
cone here alot. This song's
i ncredi ble, there's sonething about
Billie Holiday's voice." You know
just regqgul ar talk.
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PERRY
But then all the regular talk starts
sounding like stupid lines and then
| think about that and get self-
conscious and don't say anyt hing.

JI'M
Well that's pathetic.

PERRY
| guess I'mnot that good in the
snoot h noves depart nent.

JIM
Sonetinmes it's all about making fun
of yourself. They know how nerve-
racking and awkward it is. One of
my best noves, | was out with this
woman for the first time and just
| ooked at her and said "what would
you do if | busted a suave nove right
now?"

Perry | aughs in disbelief.

PERRY
You did not.

JI'M
| did.

PERRY

And what'd she say?

JIM
She | aughed and said | guess it
woul dn't be too suave since you just
said that. And then | just |eaned
in and went for it.

PERRY
(smrking and shaking
hi s head)
You're out of you're fucking m nd.

JI'M
(flirtatious)
Sonetines, it's all about risk.

Perry stares at himfor an unconfortable anount of tinme and
t hen | ooks away.

JI'M (CONT' D)
Li ke do you ever wal k up the street
and | ook in people's faces and think
what a drag it nust've been for them
to wake up in the norning?
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Sl ow notion shot of a crowded rush hour nmorning in the
financial district plays over Jim s dial ogue.

JI'M (CONT' D)

They know all the bullshit they're
gonna have to deal with all day |ong
but they get up and go through the
sane crap anyway. Sonetines | just
wanna shake 'em you know.

(grabbing at the air)
Wake up! Li ke what kinda change
would it take to nmake your life not
be such a fucking drag.

We cut back to the bar.

JI'M (CONT' D)
(playful urgency)
Do it!
PERRY
Vell they're the "normal s". Look

around you. They're ninety-five
percent of the people we sit in
cl asses with.

JIM

| don't know what the fuck |I'm gonna
be doing in five years but if you
run into me on the street | ooking
Ii ke one of them you have to just
smack the shit out of ne.

(mmcking a slap

w th both hands)
Baml Don't say anything. |'ll know
Prom se you'll do that.

PERRY
You got it.

Jiml ooks at his watch.

JIM
Fuck. W're gonna m ss the show

They both drain their beers quickly. Perry goes to get noney
fromhis wall et and sees that he has none.

PERRY
(enbarrassed)
Do you think you could cover ne?

JIM
Yeah, whatever.
(flipping ten dollars
on the table)
You can pay ne back | ater.
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They grab their jackets and rush out the door.
EXT. SOHO GALLERY - EVEN NG

Bruce approaches the bustling entrance of a gallery hosting
a Jacob Lawrence retrospective. H s clothing is slightly
di shevel ed. He snakes his way through the crowd of young,
fashi onabl e art patrons.

As he wal ks towards the door, THE GALLERY OMNER, a smartly
dressed white wonman in her forties, |ooks towards Bruce and
whi spers to a BLACK SECURI TY GUARD. She abruptly | eaves as
Bruce clinbs the short steps to the door.

BLACK SECURI TY GUARD
(steppi ng towards

Bruce)
l"msorry sir, this is a private
function.
BRUCE
(irate)

| guess ny eyes don't work as well
as these other people.

BLACK SECURI TY GUARD
(assertive, no-nonsense)
Do you have an invitation, sir? |If
not |I'm gonna have to ask you to

| eave.

BRUCE
So, fancy clothing buys you the right
to look at a painting. |Is that how
it works?

BLACK SECURI TY GUARD
Look, sir |I'mjust doing ny job.

An ol der, elegant, Black man in his seventies, STEPHEN

approaches the entrance. The Bl ack Security Guard nods towards

hi mrespectfully.

BLACK SECURI TY GUARD ( CONT' D)
Good evening, M. Johnson.

STEPHEN
Hel | o.
BRUCE
H St ephen.
STEPHEN
(excited)

Bruce. So good to see you

He gives Bruce a warm hug.
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STEPHEN ( CONT' D)
| hope our friend here isn't giving
you any troubl e.

BRUCE
(smling, triunphant
and cheeky)
Ch no. Just doing his job and such a
fine job at that.

The Bl ack Security Guard steps aside and Bruce foll ows Stephen
into the gallery.

EXT. EAST VI LLAGE ALLEY - N GHT

Perry takes a hit of a joint and passes it to Jim He starts
to huma De La Soul song to hinself.

PERRY
(To Jim

That's the jam | was |ike "hey".

Perry starts doing "the wop" and then breaks into "the snake".

JIM
(1 aughi ng, checki ng
hi m out)

That's sonme ole Soul Train type shit.
Jimtakes a long drag on the joint and inhal es deeply.

PERRY

(pause)
All we need is Don Cornelius.

(imtating the gestures

and voice of the

Soul Train host)
"Until next time, wishin' ya | ove,
peace and..... soul "

Jim |l ooks at himand cracks up as the snoke escapes fromhis
nout h.

I NT. PERRY'S DORM ROOM -- N GHT

Perry opens the door to his roomas Jimfollows behind.

JIM
That dude Thonas is sellin' that il
weed.
PERRY
No shit....God |'ve never been this
fucki ng hungry before.
(pause)

We shoul d go get sone donuts.
( MORE)



26.

PERRY ( CONT' D)
(1 magi ni ng them

Fr ost ed.

JIM
Man, relax. | need to chill for a
second.

Jim| ooks down at several sketches on the floor. One is the
portrait of Marcus fromearlier. He picks it up.

JI'M (CONT' D)
This is good. You really get his
anger and his sarcasm

PERRY
You t hi nk?

JIM
Definitely. Look at that sneer.
It's like I know sonething and you
w sh you knew what it was. |It's
perfect.

PERRY
Thanks.

JI'M
(putting the picture
down)
How is Art 10 anyway?

PERRY
It's alright. | could do w thout
the theoretical munbo junbo but it
keeps nme wor ki ng and t hi nki ng.

Ji m| ooks at photographs on Perry's wall as Perry starts to
sing the chorus of a Qtip song to hinmself. There's a picture
of Perry and four friends dressed as the Vill age Peopl e.

PERRY ( CONT' D)
(1 ooki ng over)
That was | ast Hal | oween.

Jiminspects the picture nore closely. Perry is dressed as
a cop wwth mrrored sunglasses and a tight tanned shirt with
rolled short sleeves. His pants are buttless |eather chaps.

JIM
| can't believe you were in public
i ke that.

PERRY

That was a cal myear.

Jimlooks at himin disbelief.
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PERRY ( CONT' D)

If it was up to ne every day would
be Hal | oneen.

(pause)
When | was |like twelve | used to put
this really ornate | anpshade on ny
head and wal k around t he bl ock.
Just out of boredom

JIM
(nock announcer's
Voi ce)
The big freak of the ghetto award
goes to....

Perry grabs a | anpshade, puts it on his head and throws a
transparent tapestry on top of it. He spins in the center
of the room singing Gandmaster Flash's "The Message" at a
frantic pace.

He col |l apses onto his futon | aughing, exasperated. Jim]l ooks
over his shoul der anused and slightly awed.

JI' M ( CONT' D)
You all right down there?

PERRY
Just as dandy as can be.

Jimcontinues | ooking at pictures on the wall and thinking
as Perry sighs in exhaustion.

JIM
| don't get it. You can't talk to a
stranger in a bar but you can wal k
around with your ass hangin' out for
all of New York City to see?

PERRY
What? A quiet person can't have a
wld side?

Jimlooks at himw th the | anpshade and tapestry | ayi ng next
to him

JIM
Qovi ously they can.
Jimturns back to the wall. He |ooks at a picture of Evelyn
smling in front of a building.
JI' M ( CONT' D)

(pointing to the photo)
s this your nother?
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PERRY
(1 ooking over at the
pi cture)
That's Evelyn. She runs the honel ess
shelter | work at.

Jimlooks at a few nore pictures of Evelyn in different
scenarios. The last one is of her and Perry with himresting
hi s head on her shoul der.

JIM
(rmovi ng towards Perry)
There are nore pictures of her than
your own famly.

PERRY
She's all the famly | have as far
as |'m concer ned.

Jimsits down next to Perry on the futon.

JIM
What do you nean?

PERRY
Let's just say there are certain
practices that | engage in that ny
parents can't understand.

JIM
You can't talk to them about it?

PERRY
It's pretty clear they don't want to
have anything to do with ne. |
haven't seen themin over a year.
(pause)
| guess you could say |I've been cut
of f.

JIM
(after an unconfortable
pause--qui et and
si ncere)
That's fucked up.

Jimnotices Perry's eyes becomng teary and he quickly
attenpts to alter the nood.

JI'M (CONT' D)
You nust be thinking
(m mcking Perry's
Voi ce)
"Damm this kid is one nosy
not her f ucker . "
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He gets up and glances at a collection of videotapes. There
are three marked P1, P2 and P3.

JI' M ( CONT' D)
VWhat are these?

PERRY
The finest porn conpilations that
twenty dol |l ars can buy.

Jimtakes one of the tapes out of the jacket.

JIM
(hol di ng the tape
towards the VCR)
You m nd?

PERRY
Go for it.

Jimsits next to Perry on the futon.

They both becone transfixed by the tape as two well-built
Bl ack guys ki ss voraciously. One guy unbuttons the other
guy's shirt and pushes himforcefully onto the bed.

As we cut back to the futon Perry is on top of JimKkissing
hi m passi onately and the shot is strangely simlar to the
| ast i mage on the TV.

PERRY ( CONT' D)
Wiy wat ch ot her people doin' it when
we got our own |ive scene goin' on
ri ght here.

JIM
You sure you wanna do this?

PERRY
Don't ask so many questions.

Perry gives hima long, slow kiss. Hs left armwith the
renote reaches back and switches the TV off. The shot
si mul taneously cuts to bl ack.

I NT. PERRY'S DORM ROOM -- N GHT

Fade up on Perry and Jimasleep. Jimis slowy creeping out
of bed. He puts on his pants and the sound of keys wakes
Perry.

PERRY
(groggy, confused)
Where you goi ng?

JIM
| "' m gonna head back to my room
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PERRY
It's three-thirty in the norning.
Why don't you just stay here?

JIM
| feel like being in my own bed.

PERRY
(after a pause)
You didn't feel like that a few hours
ago.

JIM
"Il talk to you later

Jimwal ks out with no sign of affection.
| NT. HALLWAY/ BATHROOM - - NI GHT

Jimenters a bathroomin the hall and | ooks at hinself in
the mrror. He fixes his hair and notices three huge, dark
purpl e hickies on his neck.

JIM
(rubbi ng his neck)
Fuck.

He turns on the faucet and begi ns vigorously rubbing the
water on his neck. Realizing this is of no use, his notion
slows. He sighs and hangs his head in frustration and then
gives a long, hard gaze at his face in the mrror.

| NT. - NUYORI CAN POET' S CAFE -- N GHT
The sound of quiet, polite applause is dying down as the

YOUNG BLACK, FEMALE MC, takes center stage. Marcus and
Perry sit at a table watching her.

FEMALE MC
Damm, ya'll nust need sone coffee or
sonethin'. \Wuere's the love? It's

dyin' up in here.
She | ooks over at her list of poets.

FEMALE MC ( CONT' D)
Alright, this next performer has
graced the stage a fewtines. He's
gonna rip sonethin' new for ya'll.
Let's give it up for Marcus.

Marcus gets up and starts to approach the stage as Perry
hoots and hollers for him The crowd's applause is |ethargic.

FEMALE MC ( CONT' D)
Wait a m nute.
( MORE)
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FEMALE MC ( CONT' D)
(Towar ds Marcus,
stopping him
Go back. Let's try this again.
Ya' |l need to show him sone | ove.
Gracing the stage of the Nuyorican
we bring you, Marcus.

The crowd cheers nuch nore enthusiastically.

FEMALE MC ( CONT' D)
Now that's what I'mtal kin' about.

She hands the mc to Marcus.
MARCUS

(slightly nervous as
he unfol ds his paper)

This is sonmethin' | started workin'
on yesterday. It's still kinda rough,
SO bear with ne.
PERRY
(yelling fromhis
seat)
It's alright. W like it rough,

baby!
Marcus | oses his concentration and starts to | augh.

MARCUS
Yeah, we know how you like it.

There is murmuring and | aughter anongst the crowd. Perry
hi des his face in faux enbarassnent and turns around to see
Bruce standing by the entrance.

EXT. NUYORI CAN PCET'S CAFE -- N GHT

Marcus and Perry sit outside sharing a cigarette as the crowd
exits.

PERRY
| really like that rapid-fire part
in the mddle. That tongue was

movin'! The crowd was feelin' it.
MARCUS

You really thought it was alright?
PERRY

Have | ever lied to you before? You

know ne, 1'll tell you shit straight

up. If I think your shit needs sone

work | won't beat around the bush
about it.
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DANNY, a young white boy decked out in FUBU and denim wal ks
over to them

Perry noti

DANNY
(to Marcus)
Hey, | just wanted to tell you that
| really dug your piece.

MARCUS
(slightly skeptical)
Ch yeah? What'd you |ike about it?

DANNY

It just got to the source of alot of
t he anger people | know feel.

(apol ogeti c)
VWho am| to talk, right?

(tentative)
But...l guess | can 'cause | spent
my whole life around that shit.
Brot hers on | ockdown for sone petty
bull shit. And you watch that and
feel like you can't do anythi ng about
it and the anger just builds.

ces a book, The Dutchman, in Danny's hand.

PERRY
(gesturing to the
book)
That's a great play.
DANNY
Yeah, it's the shit. | know when
this came out, brothers nust've been
like "That's it, | don't need to
hear no nore." Your piece kinda
rem nded nme of it actually.
(pause)
You readin' again anytine soon?
MARCUS
Nah.
DANNY

Vel | keep ne posted.

He nods at Marcus and sticks his hand out towards Perry.

DANNY ( CONT' D)
" m Danny.

PERRY
(shaki ng hi s hand)
Perry. N ce to neet you



DANNY
(wal ki ng away)
Yeah, |1'lI|l see you around.

They watch as he wal ks up the block. There is an obvious
| ook of disdain on Marcus's face.

MARCUS
Caucasoi ds. They never cease to
amze ne.

PERRY

What ? He was conplinenting you.

MARCUS
Li ke I need that nuthafuckah to tel
me what ny poem s about.

PERRY
VWhat's the big deal ?

MARCUS
|"mjust tired of people like that
always tryin' to tell nme about ny
shit. Always tryin' to interpret.
Li ke you to stupid to know what you
did. | wote the muthafuckah. Shit,
| lived it.

PERRY
So, he can't get anything out of it?

MARCUS
| could give two shits what he gets
out of it. Fake-ass, poseur-Iiberal
wannabe. Rem nds nme of that idiot
you be dealin' with

PERRY
VWho Jin? He's not |ike that.

MARCUS
Yeah, right. How many tines have |
heard that before.

PERRY
You know all this anger you have
towards white people is the sanme
anger that brothers feel towards ne
for being gay.

MARCUS
Nah, that's totally different.

PERRY
ls it?

33.
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MARCUS
You know how brothers front. Together
they mght dis you so that nobody
thinks they're that way. But if you
ever got in real trouble you'd stil
be famand they'd still have your
back.

PERRY
|''mnot so sure about that.

es to think of sonmething to convince him

MARCUS
Renmenber in little | eague when
everyone teased you 'cause you threw
like a girl. Who stood up for you?

PERRY
Al right, you got ne.

MARCUS
(jovial, refreshing
hi s nmenory)
Chanpi onshi p gane?

PERRY
(rolling his eyes)
Now why you gotta go there?

MARCUS
Ninth inning. Bases |oaded. Two
outs. Tigers were beating us eight
to seven and you got up to bat and
the other teamstarted yelling "No
batter”. And you struck out and we
| ost.

PERRY
Thanks for rem ndi ng ne.

MARCUS

(reliving the nenory)
That kid Ron started pushing you

(m m cki ng Ron)
"All you had to do is hit the bal
just this one fucking tinme." And
you fell on the floor and your eyes
started getting all watery and al
the other kids are goin' "Yeah, kick
his ass. Fuck himup."

(pause)
Who stepped in to break it up?

PERRY
(copping to the truth)
You di d.

34.
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MARCUS
That's right and don't forget it.

Marcus | eans towards himand puts a hand on his shoul der.
MARCUS ( CONT' D)
Everybody in the world's not out to
get you.
Car horns fromthe traffic blare next to them

MARCUS ( CONT' D)
(1 ooking at his watch)

Damm, | gotta break out. But |I'ma
find you a good brother. | got ny
eye out.

PERRY
Well, | can't wait forever. You

know where to find nme right?

MARCUS
At the shelter, right.

Perry nods as they grab hands and enbrace.

MARCUS ( CONT' D)
Peace.

PERRY
Lat er.

Marcus takes off up the block as Perry | ooks after him
pensi vel y.

MARCUS
(bellow ng into the
street)
Keep hope alive ny son, keep hope

alive.
| NT. HOVELESS SHELTER -- FRONT DESK -- N GHT

Perry is asleep with a worn copy of a Jean-M chel Basqui at
bi ography face down next to him

Bruce enters and watches him sl eep. He slowy picks up the
book, staring at the cover. He turns it over for a nonent,
then puts it down and enters the other room

| NT. HOMELESS SHELTER -- SLEEPI NG QUARTERS -- NI GHT
Bruce | ooks around the large roomfilled with sl eeping nen.

He finds one of the few enpty beds and | ays down. The canera
rests on a close-up of his face as he drifts into sleep.
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| NT. HOMVELESS SHELTER -- SLEEPI NG QUARTERS -- LATER
Perry is roam ng the darkened sl eeping quarters with a
flashlight. He passes Bruce and notices a pad com ng out of
a bag next to his bed. He goes over and sees several sketches.
One is an unfinished portrait of Perry. Bruce turns in the
bed and Perry quickly exits the room
EXT. HOVELESS SHELTER -- DAY
A brilliant, norning sun shines onto the city streets.
| NT. HOMVELESS SHELTER FRONT DESK -- DAY

Perry is on duty signing sonmeone out.

PERRY
How ve you been Ton®? You doin
alright?

TOM

" m hangin' in there you know, takin
it one day at a tine.

PERRY
Well, that's all we can do right.

Perry notices soneone attenpting to | eave w t hout being seen.

PERRY ( CONT' D)
Excuse ne sir, you have to sign out.

He recogni zes Bruce as he wal ks towards him

PERRY ( CONT' D)
| don't renmenber signing you in | ast

ni ght .
BRUCE
That's because you were asl eep when
| got here.
PERRY
(filling in the sheet)
What' s your nane?
BRUCE
Br uce.
PERRY
Last nane.
BRUCE
Nugent .

Perry gives a know ng glance at him
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PERRY
And what tinme did you get here | ast
ni ght ?

BRUCE
That's information you get paid to
know. | certainly don't think

shoul d be doing your job for you.

PERRY
(functional, nonotone)
El even-thirty. Sounds good to ne.
Can you sign next to your nane.

As Bruce is witing Perry nonchalantly pulls out a book and
begins reading. Bruce is frozen as he hears his words.

PERRY ( CONT' D)
(excerpt of "Snoke,
Lilies and Jade")

"If colors could be heard he'd paint
nost wondrous tunes. Synphoni ous.
Think. The dul cet clear tone of a
blue like night. Truly snoke was
i ke imagination."

Bruce puts the pen down and slowy |ooks up at him Perry
hol ds the book up so that it faces Bruce, the title reads
"Snoke, Lilies and Jade" By Bruce Nugent.

PERRY ( CONT' D)
(nonchal antly)
This is you, isn't it?

BRUCE
| guess it is.

PERRY
(getting up and
gathering his
bel ongi ngs)
Vell, | want to talk to you. Do you
mnd if | walk out with you?

BRUCE
You seemready to whether | want you
to or not...and | suppose | never
could resist the conpany of a handsone
young man.

He sm | es suggestively and turns to |l eave as an intrigued
Perry foll ows.

EXT. PORCH -- DAY

Perry and Bruce sit next to each other in the harsh sunlight.
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PERRY
| really love it. The phrasing, the
nmood, everything. |It's |ike soneone

of a conpletely different tinme and
pl ace but it's exactly how | feel.

BRUCE
Well | hate to be the one to break
it to you but I'mhere and now, flesh
and blood right in front of your
very own eyes.

PERRY
(confused, nervous
then nore conposed)

| know that...| nean...

(pause)
God, | don't know where to start. |
mean. .. What's soneone |ike you doing

sleepin' in a shelter?

BRUCE
(slightly of fended)
Soneone |i ke me?

PERRY
(nervous, tongue-tied)
Ah...you know. ..a respected, published
writer fromthe Harl em Renai ssance.

BRUCE
| slept in hallways and rooftops
t hen, why woul d things change now.
(slightly angry, yet
anmused by Perry's
nai vet e)
Respected? |If you wote about bein
gay in that tinme, respect was the
| ast thing you were gonna get.

Bruce rises fromthe porch and begins wal ki ng up the bl ock
as Perry foll ows.

TI ME CUT :
EXT. WASHI NGTON D. C. STREET (1926) (BLACK & WHI TE) -- N GHT

Previ ous shot of Young Bruce and Langston wal ki ng al ong the
street |aughing and talking.

PERRY (O S.)

How d you get into witing?
BRUCE (O S.)

Langst on Hughes turned nme onto it

real ly.
( MORE)
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BRUCE (O S.) (CONT' D)
Ni ght after night, he and I would
wal k each ot her back and forth from
his house to ny house, and if we
hadn't finished talking we'd turn
ri ght back around and continue. On
and on all night long. Wth Langston
you never really ran out of things

to say.
PERRY (O S.)

So you guys were pretty tight?
BRUCE (O S.)

Yeah. | was pretty taken with him

How could | not be? He was good to

| ook at, good to listen to, good to
talk to, and at 24 he'd been al

over the world to places 1'd only
dreanmed about. And sure enough his
powers of persuasion lured ne to New
Yor k.

TI VE CUT:
| NT. YWCA(1926)-- DAY

Young Bruce and Langston enter a cafeteria. The snell of
good soul food is wafting through the air.

YOUNG BRUCE

It snells so good and |' m starving.
LANGSTON

Vell, I'l'l tell you the food doesn't

get nmuch better than this.

Langston spots a thin, dark-skinned black man in the corner
qui etly reading.

LANGSTON ( CONT' D)
Oh, look there's Wally.

YOUNG BRUCE
vl Iy who?

LANGSTON
Thur nan.

Langston is heading towards the table. Young Bruce is frozen.

YOUNG BRUCE
(confused, disturbed)
That's Wall ace Thurman? That's

i npossi bl e.
( MORE)
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YOUNG BRUCE ( CONT' D)
(qui et, stunned)
He's the bl ackest person |'ve ever
seen.

| eadi ng hi m over.

LANGSTON
(warm y)
VWl ly. How ve you been?

WALLY
(smling shyly, rising
fromhis chair)
|' ve been good.

Wal |y gives Langston a hug.

After a | engthy pause,
Wi th a dunb-struck, holl ow eyed,

f ace.

Langston sits next to Wally and i nmedi ately engages hi m
Young Bruce is visibly disturbed and cautiously takes the

LANGSTON
This is ny friend Bruce. [It's his
first tinme in New York, so he's just
soaking it all in.

WALLY
(extendi ng his hand
to Young Bruce)
VWell there's certainly alot out there
to soak in.

WALLY (CONT' D)
WIIl you join nme?

LANGSTON
Absol utely.

third seat.

LANGSTON ( CONT' D)
So how s your new job over at The
Messenger ?

WALLY
It's okay. Keepin' a roof over ny
head, you know.
(beat)
Thank god |I'm a quick reader. 'Cause
"1l tell you some of this stuff the

qui cker you get through it the better.

40.

Young Bruce grabs his hand reluctantly
nervous expression on his
Langston | ooks back and forth between the two of them



41.

LANGSTON
That bad, huh?

WALLY
Horrendous. But | guess it helps to
see exactly the kind of witing you
don't want to be doing.

Young Bruce junps up abruptly fromhis chair.

YOUNG BRUCE
(awkwar d)
Excuse ne, I'mnot feeling very well.

Langston gets up in concern.

YOUNG BRUCE ( CONT' D)
No, no. Stay. | just need to get
sone air.

EXT. YWCA(1926)-- DAY

Young Bruce is | eaning up against the side of the building
breat hing heavily with his eyes cl osed.

BRUCE (O S.)

There | was thinking of nyself as
t hi s open-m nded Bohem an and the
si ght of sonmeone | admred. .. being
so Bl ack

(pause)
| was sick at the sight, and at ny
own reaction. It all came crashing
down on ne. Seeing these prejudices
wthin nme...it made ny skin craw.

| NT. MESSENGER OFFI CES(1926) -- DAY

VWally is at his desk, pen in hand and sl ashing at pages when
a knock interrupts him

WALLY
Come in.

Young Bruce enters sheepishly.

WALLY ( CONT' D)
H. | didn't think I'd be seeing
you again so soon

YOUNG BRUCE
(tentative,
appr ehensi ve)
VWll. | wanted to apol ogize for ny
behavi or earlier today.
( MORE)
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YOUNG BRUCE ( CONT' D)
| just...admre your work so
much. .and...l know | nust have been
incredibly rude. | honestly think
|"ve just been a little overwhel ned.

WALLY
(extendi ng his hand)
Vel | apol ogy accept ed.

Young Bruce grasps his hand firmy and warmy wth tw hands.

WALLY ( CONT' D)
Actually, if you don't have any pl ans,
I'"d love it if you and Langston would
come over for a drink tonight.

YOUNG BRUCE
That woul d be great.

I NT. WALLY'S ROOM 1926) -- N GHT

A dark hand pl aces the needle of a record into the groove.
The dust crackles in a strange rhythm and a Negro spiritual
begins playing( "Fire", music by Hall Johnson, lyrics by
Langst on Hughes).

TI VE CUT:
EXT. EAST VI LLAGE STREET -- DAY

The spiritual blends with the funky trip-hop beat froma
passing car. Perry seens sparked by Bruce as Marcus wal ks
towards them

MARCUS
(To Bruce)
Hey ook who it is. Big papa with
the stuff. What's goin' on?

BRUCE
Not nmuch. How s the writing?

MARCUS
Ohit's comn' along.

BRUCE
Well keep at it. We need you out
her e.

MARCUS
|"mnot stoppin' no tinme soon, nman.
(to Perry)
You know i f you want nme to help you
carry stuff we should go. | gotta be
somewhere at twel ve.
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PERRY
You're right.
(to Bruce)
Well, 1'l'l catch you later.

EXT. EAST VI LLAGE STREET -- DAY
Marcus and Perry turn a corner wal king briskly.

PERRY
That dude's a piece of work.

MARCUS
What do you nean?

PERRY
| don't know. | can't get a handle
on him
(pause)
Strange bi rd.

EXT. JIM S DORM ROOM - DAY

Jimenters his room throws his backpack down and | ooks over
at the blinking Iight on the answering machine. He reaches
over and presses a button.

PERRY (O S.)
Hey Jim it's Perry. |'mnot sure
why you left the other night. |
hope everything's still cool. If
you wanna neet ne later, |I'll be in
the park at the usual spot around
4:30. Hopefully I'lIl see you there.
Bye.

I NT. UNI VERSI TY ART STUDI O -- DAY

Perry stands in front of a half-finished canvas. It's abstract
yet there's a violent, sexual nature to the inagery. H's

gaze intensifies as we see brief glinpses of the physical
confrontation with his father intercut with closeups of a
sexual encounter

EXT. WASH NGTON SQ PARK -- DAY

A boonbox bl asts hi p-hop as young children play on the grass.
Perry and Jimsit on the grass drinking forties under a tree.

Perry thinks to hinself and lets out a small | augh.
JIM
(curious)

What ?
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PERRY

(slightly enbarassed)
Not hi ng.

(tentative, |aughing

alittle)
The sumrer when | was |ike nine we
had mce in our house. And |I'd al ways
have these dreans of themfalling on
me and gnawi ng at ny face.

* ¥ * X

JIM
Jesus.

PERRY
|'"d fold the bl ankets and sheets on
top of nmy bed so that they didn't
touch the floor. That way the mce
couldn't clinb onto the bed and get
ne.

JIM

(non-chal ant, jovial) *
We didn't have m ce on the Upper *
West Side... But | was al ways scared *
t hat sonmeone was hi di ng under ny
bed. | renenber being 8 or 9 and
having to pee and thinking that as
soon as ny feet hit the floor an arm
woul d reach out from under the bed
and grab me. | was so scared to go
and |I'd scranble to the bat hroom and
then | eap back onto the bed.

(pause, nore ani mated

at the thought)
Then | thought if | filled up the
space under ny bed with tons of stuff
that they'd have to nove stuff to
get ne.

PERRY
O that a body couldn't fit under
there with everything el se.

JIM

Right. That as long as | had al
this stuff under there everything
was cool .

(1 aughi ng)
So for like ten years underneath ny *
bed was just packed with tons of *
shit.

PERRY
That' s amazi ng.
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JIM
(raising his beer
after a beat) *
Vell here's to bizarre chil dhood
rituals.

They touch bottles and dri nk.

Perry |l ooks at Jimtenderly and reaches over and touches his
hair. He starts giving hima nmassage. Jimcloses his eyes,
getting lost in the feeling.

As Ji mopens his eyes Rahsan and Sean wal k by gl aring at
t hem

SEAN *
(to Rahsan) *
He's | ookin' you up and down |i ke
you sone bitch, yo.

Jim |l ooks at them nervously and grabs Perry's hand. *
JIM
(to Perry)
St op. *
(pause) *
Come on let's go. *

Perry | ooks over at Rahsan and Sean as he and Jimexit the
par k.

INT. JIMS DORM ROOM - - EVEN NG
Jimand Perry are in bed under the covers as Ji msnokes a

cigarette. He |eans over and starts touching Perry's hair.
He ki sses Perry on the cheek.

JIM
You nake ne feel so good.

PERRY
I"'mglad. | |ike nmaking you feel
good.

JIM

(caressing his shoul der)
| |ove your skin. It's so snooth.

Perry starts to get unconfortable and noves away slightly.
Jimstarts touching his face.

JI'M (CONT' D)
And your 11 ps.
(nuzzling into his
neck)
You' re so fucking beautiful
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Perry stares out the w ndow at the noonlight.

JI'M (CONT' D)
(1 ooki ng down)
And you got the sweetest black ass
' ve ever seen.

Perry rolls his eyes and turns away. A |l ook of hurt registers
on his face. After a while he starts getting dressed.

PERRY
| gotta go.

JI'M
What ?

Perry | ooks at himfor a nmonent and then grabs his shirt
and | eaves abruptly. Jimlets out a slight, expasperated
sigh and falls back onto the bed.

JI' M (CONT' D)
(to hinself)
What the fuck?

| NT. SUBWAY PLATFORM -- EVEN NG

Perry and Marcus are waiting for the train. They are in md-
conversation and Marcus has a | ook of disbelief on his face.

MARCUS
" m not even gonna say it. | hate
it when them not herfuckers prove ne
right but they always do. Every
t1me.

PERRY
Alright. Shut up already.

MARCUS
Usually it's not so bold and obvi ous.
They at least try to be subtle about
it. But Jims blatant enough to say
shit straight up and then so stupid
t hat he doesn't even know he's being
of f ensi ve.

PERRY
You' re not gonna stop are you?

MARCUS

Al right.

(pauses and then
| aunches back into
it.)

But that's the type of shit you need

to knock those blinders off your
( MORE)
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MARCUS ( CONT' D)
face. The shit's gotta be crystal
clear to you now.

He waits for a response from Perry who avoi ds his eyes.

PERRY
Maybe he's just bei ng honest.

MARCUS
And | suppose the fact that his
honesty of fends you doesn't nean
anyt hi ng.

We notice A BLACK MAN, with bags and a cup on the platform
wat ching their interaction.

PERRY
It could be that he's just not aware.

MARCUS
There you go again, always givin'
sone white boy the benefit of the
doubt .

PERRY
VWhat ever.

MARCUS
Damm. This is sone deep del usi onal
shit goin'" on

The train roars into the station and they enter with an influx
of peopl e.

| NT. SUBWAY -- EVEN NG

Mar cus continues, oblivious to the people around him

MARCUS
Sex with honeboy nust be real good,
if you still don't know after sone

racist bullshit |ike that.

The man who has been wat ching them w th di sdai n now begi ns
wal ki ng and soliciting contributions.

MAN
Good afternoon | adi es and gentl eman,
I"'mfromthe Unity Foundation of New
York City and we're working to provide
food and shelter for young brothers
on the street. Anything you can
spare woul d be nuch appreci at ed.
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MARCUS
(quietly to the man)
Sorry.
MAN

A quarter, a dine, anything to turn
t hese young lives around. Help the
next generation to prosper. Help
them say no to drugs, crinme and
forni cation outside of wedl ock.

Mar cus and Perry exchange gl ances as the man receives
donations across fromthem The man turns around with his
cup held out, looking directly into Perry's eyes.

MAN ( CONT' D)

Hel p themto resist the w cked ways
t hat our weaker brothers have fallen
into. Young nmen wthout the strength
to resist lying dowmm with nenbers of
t he sane sex.

(gets | ouder, |ooking

t owar ds Perry)
Young brothers w thout the know edge
to know how to follow the teachings
of the lord as stated in Leviticus
chapter 20 verse 10 -"If a man lies
wth a male as with a wonman, both of
t hem have comm tted an abom nati on
they shall be put to death , their
bl ood is upon them"

MARCUS
(loudly and confidently)
Yo, man why don't you shut the fuck
up. Nobody on this train needs to
be hearin' that bullshit.

MAN
(nore statenent than
guesti on)
So, now the words of the bible are
bull shit?
MARCUS

(bol d, confrontational)
Damm right, when it's words |ike

that. | also renenber the bible
saying let he who is free of sin
cast the first stone. | suppose

that's you. You've never sinned in
your life, is that right ny brother?

MAN
| still love you in ny heart but the
| ord does not condone your |ifestyle.



MARCUS
VWl l, maybe you need to get to know
the lord a little better.

MAN
| forgive you but the |lord does not.
| will pray for you both.

MARCUS

(aggressi ve and heated
as they nove towards
t he doors)
Save your prayers for yourself.

Perry and Marcus exit the train. They pass three worknen,
white and 1 black, who are entering. Perry |ooks back at
the black man who is particularly striking.

| NT. SUBWAY PLATFORM -- EVEN NG

Marcus is incensed as Perry | ooks at the man through the
doors.

MARCUS
(anger, disbelief)
VWhat the fuck's wong with you?
I nstead of standin' up for yourself
you' re busy cruisin' some guy.

PERRY
That's right. | don't give a fuck
what that asshol e t hinks.

MARCUS
Sonebody' s basically spittin' in
your nmut hafuckin' face and you don't
do shit.

PERRY
| don't need to justify nothin' and
"1l cruise guys right in front of
that idiot so he fucking knows it.
(pause)

And what you need to do is |earn how

to m nd your own goddamm busi ness.

MARCUS
So that's the thanks | get.

PERRY
Look, | can take care of nyself. If
| need your protection I'll ask for

it.

Perry | ooks directly into his eyes and wal ks toward the
stairs.

49.
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MARCUS
Yo, where you goin'?

| NT. BAR -- NI GHT
Perry sits at a bar, closes his eyes and downs a shot.
EXT. WEST SIDE CLUB - BATH HOUSE - ENTRANCE -- NI GHT

Perry is pensively snoking a cigarette. He takes one | ast
drag and throws the cigarette onto the ground.

I NT. WEST SIDE CLUB - BATH HOUSE - LOBBY -- N GHT

Perry clinbs the stairs and joins the end of the line. A
few of the nostly white gay nen turn around and assess him

I NT. WEST SI DE CLUB - BATH HOUSE - HALL -- N GHT

The canera holds on a dark corridor with dim vyellow |ight
emanating froma few open doors. Perry enters frame with a
towel wapped around his waist. He walks slowy, |ooks into
one of the roons and noves on.

He passes A VEELL-BUI LT, NEATLY TRI MMED WHI TE MAN who cat ches
his glance for a nonent and qui ckly | ooks away.

Perry approaches a GORGEOQUS BLACK MAN W TH DREADLOCKS who i s
touching his crotch in an attenpt to arouse A LANKY BLONDE
across from him

Perry strokes hinmself and rai ses a suggestive eyebrow t owards
him The dreadl ocked Black man rolls his eyes and wal ks
away.

Perry opens the door to a steamroomand a rush of steam
pours out as he enters. Cose-up of clouds of steam as they
rise in the air. The canera holds on the door for a few
nonent s.

A HANDSOME, KI ND-LOOKI NG BLACK MAN exits the steam room
Perry is follow ng himclosely.

The attractive Black man approaches a door, unlocks it and
enters the roomwith Perry right behind him

Perry shuts the door abruptly.

| NT. WEST SIDE CLUB - SHOWER -- NI GHT

Perry enters the shower area. He turns on the water and

cl oses his eyes feeling the water against his hair and back. He
tries to relax yet he's unconfortable and | ost.

Deep sadness and guilt overwhel mhimas the canmera tracks

into his face. Hi s eyes becone watery and the begi nnings of
tears start to devel op
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He brushes them away in an al nost, enbarrassed, "covering
up"” kind of way.

He turns the water off and grabs his towel.
INT. JIMS DORM KI TCHEN -- DAY

Perry is angrily openi ng cupboard doors, |ooking for a gl ass.

JIM

Wiy don't you sit down?
PERRY

| feel |ike standing.
JIM

Fi ne.

(awkwar d, tense)
You know, sonetines | say and do
things wthout thinking and I'm sorry.

PERRY
|"mnot sure if that's good enough.

JIM
Well what else can | do? Wat's
done is done. | can't change that.
Wiy are you nmekin' all this drama
outta nothin'?

Perry beconmes nore angry and unsettled but manages to retain
hi s conposure.

PERRY
'Cause | need to know you're with ne
for who I am and not sone nythical
bul I shit inside your head.

JIM
(attacki ng)
Wll | don't wanna feel |like | have

to nmonitor every fuckin' thing that
cones outta ny nout h.

(pauses, trying to

remain calm

PERRY
Do you know how many white guys |
meet who don't give a shit about
what's goin' on in ny mnd but only
want to sleep wwth nme 'cause they
want sonme sweet bl ack ass or sone
bi g bl ack dick?

JIM
And that's what you think I'mlike?



52.

PERRY
| don't know. [|'mnot inside your
head.

Jimsighs heavily and cl oses his eyes, concentrating on
getting through to Perry.

JI'M
Look, that night you knew I wasn't
sure. But | just didit.

(pause)

This is all newto ne. | don't know
what I'mdoin'. You knew that was
my first time with a guy. D dn't
you?

PERRY
| guess | figured that.

JIM
All | can say is I'mreally confused

and | need to sl ow down and figure
sonme shit out for nyself.

Perry stares at himblankly, trying to fight back angry tears
welling in his eyes.

PERRY

(slow, really hurt

and unconfortabl e)
You know...|l never neant to put you
in an awkward position. But I've
been | ooking for a boyfriend for a
really long tine and |'ve been
intensely lonely for a really |ong
time and | got kicked out of ny
parent's house recently which led to
al ot of emptional shit. And

(slightly unconfortable

pause)

| need soneone in ny |life whose nore
than a friend whose willing
to...... love ne. And | don't have
that and | thought you m ght be that.

(speaks slowy, staring

directly at him
But | don't think you are.

Perry starts to nove towards the door

JIM
So you're gonna | eave? Just |ike
t hat ?

PERRY

Just |ike that.
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Perry stares at himfor a noment and then wal ks out, slowy
cl osing the door behind him

EXT. SUBVWAY PLATFORM -- EVEN NG

Perry exits the subway in an agitated manner as Bruce enters
two doors away fromhim Bruce sits down and begi ns wat chi ng
three nen talk in nuffled, quiet tones.

WH TE MAN #1
| can't wait to get honme, man. | am
dead tired.

BLACK NMAN
You can say that again. Have ne a
hot neal and put this head to rest.

The Bl ack Man is the sane man Perry was staring at in the
opening train scene. He closes his eyes and | eans back.

TI VE CUT:
| NT. SUBWAY TRAIN (1926) (BLACK & WHI TE) -- NI GHT

Young Bruce watches the sanme Black Man and is conpletely
mesnerized. H's eyes roamhis finely chiseled bone structure,
taut physique and jet black hair.

Young Bruce's POV(slownotion)- The Black man smles at his
friend, slapping his hand in agreenent.

Young Bruce gives hima warm sly smle while staring for an
exceedi ngly | ong anount of tine.

Young Bruce's POV (sl ownotion)- The Black man turns finally
catching his gaze. Young Bruce wites on a small slip of
paper and sl owl y approaches.

YOUNG BRUCE
Excuse nme, | was wondering if you
m ght be interested in having your
portrait done?

VWH TE MAN #2
( jokingly to his
ot her friend)
Looks like he finally nade it man.
(pushi ng the ot her

white guy)
Move over, give M. Hollywod sone
room
BLACK NMAN

(to Young Bruce)
VWat's in it for nme?
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YOUNG BRUCE
Well, the pleasure of giving ne
pl easure for one and the ability to
see the reflection of your beauty
t hrough ny eyes for two. |Isn't that
enough?

The Bl ack man | ooks at him skeptically. Bruce hands himthe
not e.

YOUNG BRUCE ( CONT' D)
You can either cone or not. [It's up
to you.

Openi ng the sheet of paper he sees Bruce's nane and address
wth a date and tine. He |ooks up as Young Bruce snles
wal ki ng through the train doors.

| NT. DARK ROOM BLACK BOX( BLACK AND WHI TE)

Two dar k-ski nned Bl ack nen, JAMES and EL, stare at each ot her
from opposite sides of a table.

These nonol ogues are intermttently intercut with Bl ack
Pant her rally footage and shots of Black Gay nen at a gay
pride march.

On the soundtrack at the beginning we hear the Bl ack Panthers
chanting: "The revolution is now' over and over. El has

been sitting with his head bowed in darkness. A |ight shines
on himas he raises his head, stares into the canera and
begi ns tal ki ng.

EL

| used to sit and read and think to
nysel f "Dam, preach." 1'd flipto
the cover and | ook into those great
big eyes. But there was al ways
sonet hing there that nade ne
unconfortable. And for awhile
couldn't really put my finger on it.
Until | picked up "Another Country".

JAMES
| picked up a newspaper in Paris and
your face was right there. Next to
it was another article about a young,
black girl fighting to go to school
And | | ooked around at this French
Caf e and t hought "what the hell am|
doing here." The struggle' s goin
down and |I'mthinkin" about White
Anerica's race problemfrom overseas.
| bought a plane ticket the next
day. But even stepping onto the
pl ane there was sonet hing strange.
| felt really unsettled...unstable.
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We want ed fundanental, irrevocable
liberation. | |ooked closer at your
words and | knew you weren't with
it, man. You hated Bl ack fol ks.

JAMES
| headed strai ght down south, net
Dr. King and fell in love with the
backwooods Bl ack people | net.

The canera begins to dolly around themas if it's a bird
circling its prey. They address each other nore directly.

EL
It al ways seened |ike you were
def endi ng your first love -- the
white man. | saw those big eyes
staring over your shoul der at him
Like a child-thief staring at the
cookie jar.

JAMES
| knew | needed to be hone. Medger
Evers and | went all over M ssissipp
for weeks, investigating the nurder
of a black man.

EL

Self-hatred has alot of forms. It
can go undetected by even your closest
friends. You got Negroes trying to
erase any trace of their Bl ackness.
Trying everything from bl eachi ng
their skin to using concoctions to
take Africa out of their hair.

(1 ooks towards Janes)
The extreme exanple of this self-
hatred is the Black fag who takes
the white man as his lover. His
hatred turns onto Bl ackness, what he
is and all those who | ook just |ike
him Even hating the darkness of
ni ght .

JAMES
Searching at all hours of the night
we never found the Black Man's
murderer. And sone of the very people
whose |iberation | was fighting for,

did not want ne there. | was spat
upon because of sonething | could
not control. Because |I'ma
honmosexual .  Wien white people

criticized ne it sent ne into heated,
clear articul ation.
( MORE)
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JAMES ( CONT' D)
But when Bl ack people criticized ne
it really made nme want to break down
and cry. It made it really hard to
go on.

EL
The rel ati onship between bl ack and
white in America is a power struggle.
It's there every day in each
i nt er personal rel ationship.

JAMES
| know about white nen and bl ack
men. |'ve been nenaced by both.

EL
(acknow edgi ng Janes
nor e)
That's right. And the psychic
di stance between | ove and hate is
the same as the physical distance
between a smle and a sneer.

JAMES
(directly towards El)
What did | ever do to you?

EL

(i nterrupting,

i ntensely angry,

staring directly at

hi m and poi nti ng)
You!...You let the white man fuck
you in the ass. And you know what
t hat makes you? Huh? That nakes
you the | owest scumon the earth.

JAMES
And who gives you the right to judge?

EL
(erupts and violently
overthrows the table)
"1l show you ny right notherfucker!

The tabl e crashes and resounds. They stare at each ot her,
standing face to face. Hatred penetrates every core of their
bodi es as they both hold their ground.

The soundtrack m xes the Bl ack Panther chant fromthe
beginning with a Gay Pride Chant fromthe Gay Men of African
Descent.

Audi o static and cut to the Last Poets snippet:"The revolution
will not be televised." Visual and audio static.
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Cut to Bl ack

Hi gh angl e shot of the white outline of a dead body pulls
out slowy.

Fade to Bl ack

Fade up on Title over Black : "H's work is the fruit of a
tree wwth a poison root. Such succulent fruit, what a painful
tree. What a nmalignant root."

Title Over Black : Native Sons

Title Over Black : Text fromthe words, thoughts and
experiences of Janes Bal dwin and El dridge C eaver.

The filmflickers out |eaving a blank, white screen.
I NT. UNI VERSI TY CLASSROOM - MORNI NG
The class is eerily silent except for the whir of the

projector. After a few nonents, Perry turns the projector
of f.

RAHSAN
(To Isaiah)
Wiy are we watching this in this
cl ass?
PERRY

(def ensi ve)
Soneone | know rmade it and | think
it's inmportant and rel evant.

RAHSAN
So now anyone can show what ever they
want and we're forced to watch it
just 'cause they think it's inportant.

PERRY
W' re supposed to do presentations.
That's nmy presentation.

RAHSAN
Wll | don't think | should have to
|l ook at it.

PERRY

Wy do you care? Maybe 'cause you're
afraid to face yoursel f.

| SAI AH
Perry. Enough.



58.

PERRY
(To Rahsan) (benused,
nocki ng, defiant)
Step on out the closet brother.
Life's alright on the other side.

There is hushed | aughter and talk fromthe other students.

| SAl AH
(stern, authoritative)
|"ve al ready warned you bot h.
will not tolerate this |evel of
di scussion in this classroom

The bell rings and students get up to | eave. Perry and Jim
gl ance at each other fromacross the roomas Jimgathers his
stuff and quickly exits.

| SAI AH ( CONT' D)
(over the din)
Perry, cone here.

Perry wal ks towards his desk.

PERRY
VWhat's up?

| SAl AH
(direct and
authoritative)
Now, what ever personal issues you
and Rahsan have need to be |eft
outside of this classroom |s that
under st ood?

PERRY
Yeah.

| SAI AH
Now, it's okay for that to be part
of your presentation. But | also
think part of your presentation needs
to be in your own voice, being clear
about your thoughts and i deas around
t hese issues. How do they affect
you and society and culture in the
present .

PERRY
Fi ne.

| SAl AH
You can use the texts we've read in
cl ass and ot her outside nmaterials.
But you need to synthesize theminto
your own i deas.
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He sees a | ook of disappointnment and confusion on Perry's
face.

| SAI AH ( CONT' D)
(encour agi ng)
You' re doi ng sone inportant work.
Don't let yourself get distracted.

PERRY
"' m gl ad soneone appreciates it.

They wal k and exit as |saiah holds the door for Perry.
EXT. HOVELESS SHELTER -- LATE AFTERNOON

Perry exits the shelter and sees Bruce | ooking at himfrom
across the street. He approaches him

PERRY
(direct)
How s it goin?

BRUCE
Al right.

PERRY
(ant agoni stic and
aggr essi ve)
Man, what's your deal ?

BRUCE
Excuse ne?

PERRY
Every time | turn around you're like
in ny face. You know, you seem cool

but...it's startin' to freak ne out.
BRUCE
Sorry.
PERRY
Look....no offense but | ama little
young for you.
BRUCE
(laughi ng slightly)
True.
PERRY

(confrontational)
So what do you want ?

BRUCE
Alittle bit of tine naybe. That's
it.
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PERRY
Yeah, well maybe | don't have tinme
to spare.

BRUCE
Suit yourself. If you don't expect

nothin' then you won't be | et down.
There's no noney back guarantee.

Bruce gets up, wal king away with conviction as Perry
tentatively foll ows.

EXT. NEW YORK CI TY STREETS, TIMES SQUARE/ HARLEM - - EVEN NG
Tinme | apse shots of present-day New York City streets seen
as rapid-fire streaks. People and traffic all in a frenetic
hustl e. These shots dissolve into the same streets seen in
archival footage fromthe 1920's.

EXT. HARLEM - WEST 136TH STREET( PRESENT) -- NI GHT

Bruce and Perry wal k up a vibrant Harlem street.

BRUCE
Do you ever conme up here?
PERRY
Nah, not really. I'mfrom Brooklyn.

Harlem's not really ny area.

BRUCE
(gesturing around)
Look at everything you're m ssing.

Hi p-hop is blaring froma car as people |laugh and talk in
di fferent groups.

PERRY
(uni npressed, | ooking
ar ound)
Looks just |ike Brooklyn. Alot people
hangi n' around doin' a whole lotta
not hin' .

BRUCE
That's it, huh?

PERRY
Yup.

Bruce and Perry turn a corner.

TI ME CUT
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EXT. - WEST 136TH ST(1926) (BLACK & WHI TE) -- NI GHT

Langston and Young Bruce are wal king up the sane street and
approaching the front of a building. The song "Fire" plays
over their wal k.

TI ME CUT
I NT. 267 WEST 136TH ST. (PRESENT) -- N GHT

Bruce and Perry enter a dilapidated building. It's dank,
grey and om nous.

BRUCE
(1 ooki ng around,
touchi ng the banister
of the stairs)
| can't believe it's still here.

Bruce begins clinbing the stairs and turns around noticing a
fearful Perry at the door.

BRUCE ( CONT' D)
Look at you. If an old nman |ike ne
is gane for a little adventure, you
shoul d be too.
(gesturing with his
hand)
Come on, you go first.

PERRY
(wal ki ng towards him
Whose big idea was this anyway?

BRUCE
Ohlive alittle.

Perry goes up the creaking stairs and Bruce follows. As
Bruce reaches the top of the stairs he turns around to
see. ...

TI ME CUT
I NT. NI GGERATTI MANOR(1926)-- N GHT

(Sl ow Motion)Langston and Young Bruce slowy clinbing the
cl eaner, polished version of the sanme staircase and | ooking

up towards the top |anding.

BRUCE (V. Q.)
That ni ght Langston and | cane to
visit we ended up staying off and on
for two years. This building was
what we affectionately called
Ni ggeratti Manor.
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I NT. WALLY'S ROOM 1926) -- N GHT

Wally is slowy taking the needle off a record. He sits
back down at the typewiter and finishes his |ast sentence
with satisfaction. He reads the letter over.

This is intercut with footage of ZORA, € a young, energized
Bl ack woman, who's film ng Black street children playing
di fferent ganes.

WALLY (V. Q)
Dear Zora -- This is the rough
statenent of purpose for the nagazine.
"We of the younger generation are
like all other human beings in a
period of transition. W are
eternally discovering things about
oursel ves and our environnents which
our el ders have been at pains to
hide. W all know that articul ate
Negroes in the past have been battling
down an inferiority conplex. They
have been so busy justifying their
presence in a hostile, racist
envi ronnent that they've ceased to
be human beings. They've becone
soci al problens even to thensel ves.
Wth the new nmagazine we w || cease
to ook for respectability in the
white person's eyes. W w Il express
t he beauty and ugliness of our
i ndi vi dual selves for ourselves. |If
anything is deenmed disturbing or
por nographi c then so nmuch the better.
W will seek to express ourselves as
we see fit." Please let nme know
what you think. 1 amalso eagerly
awai ting your subm ssion.

wal |y
TI ME CUT:
| NT. NI GGERATTI MANCOR( PRESENT) -- NI GHT

Bruce noves towards a door and opens it as Perry follows
behi nd.

TI VE CUT:
| NT. WALLY' S ROOM 1926) -- N GHT

VWl ly turns around fromhis typewiter as Young Bruce and
Langston enter the room
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LANGSTON
Looks |like we nissed all the fun.
The music's turned off. He's
positioned in front of the typewiter
for some serious work.

WALLY
Oh, I'mjust posing and waiting for
distraction... and here you are.
YOUNG BRUCE

Vell you know what they say about
all work and no pl ay.

WALLY
Well even when I'mworking, |'m
pl ayi ng.
(pointing to his head)
Up here.

Wl |y begins pouring three glasses of scotch and handi ng
t hem out .

YOUNG BRUCE
What's that song you were just

pl ayi ng?

WALLY
It's called "Fire".

YOUNG BRUCE
Well you can't deprive us of it any
| onger.

Wal | ace puts the record on at | ow vol une as Langston gl ances
at Zora's nane in the letter in the typewiter.

LANGSTON
How s Zora doi ng?

WALLY
Good. She's been down south
collecting stories and filmng al
sorts of things. She's at Barnard
studying with Boas so they're funding
it all.

Zora's archival documentary footage of kids playing street
ganes is intercut wwth recreated archival footage of her
shooting with a 16mm Bol ex camer a.

YOUNG BRUCE
VWhat a life.

WALLY
No kidding. Oh | got a letter from
her | ast week.
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Wal |y opens his desk drawer, takes out the letter and hands
it to Langston. Langston opens it.

WALLY ( CONT' D)
You have to | ook at the nunbered
part with the five characteristics
of the Negro.

We hear Zora speaking her words as Langston reads. The letter
reading is intercut wwth Zora filmng and her actual archival
footage corresponding to her "laws" as she describes them

There's background soundtrack music of her and Al an Lomax's
field recordings of folk songs.

ZORA (V. Q)
| have cone to five general |aws but
| shall not nention themto Papa
Boas, Godnother or Al ain Locke until
| have them worked out. Godnot her
has forbid me to publish in exchange
for a two hundred dollar sal ary.
But | know you can be trusted. "One-
The Negro's outstanding characteristic
is drama. That is why he appears so
imtative. Drama is mmcry. Note
gesture in place of words. Two-Negro
is lacking in reverence. Note the
nunber of stories in which God, church
and heaven are treated |lightly.
Three-angularity is everything,
scul pture, dance, abrupt storytelling.
Four - Redundance. The nunber of tines,
usually three, that a feature is
repeated in a story. Five-Restrained
ferocity in everything. There is a
tense ferocity beneath the casual
exterior that stirs the onlooker to
hysteria. Note effect of Negro nusic,
danci ng and gestures on the staid
Caucasian.” ldeas are swellin' up
in nme like a barrel of nolasses in
the sumertinme. Renenber these are
between you and ne. |'IIl tell you
nmore soon in person. Love Zora.

I NT. WALLY' S ROOM 1926) -- DAY
Langston is smling and shaking his head contenplating Zora.

WALLY
(to Langston)
We actually have this idea for a new
journal that we've been bouncin
back and forth.
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LANGSTON
Sonething like "Crisis"?

WALLY
Bite your tongue. No nore weepin'
and nmoanin' for respect fromwhite
peopl e. Locke and Duboi s have had
their say. This is about younger
artists. Sonething with spunk and
passi on.

Langston | ooks towards Young Bruce in joint recognition.

YOUNG BRUCE
Sounds |ike we've all been having
t he sane conversation

WALLY
We're talkin' draw ng, poetry,
fiction, essays. Anything by young
Negroes with sonmet hing new to say.

YOUNG BRUCE
(to Wl ly)
Well count us in.

Langston nods in agreenent. Wally becomes lost in the lyrics
of the song, closing his eyes and hunm ng al ong.

LANGSTON
(to Wl ly)
Does it have a nane?

VWl ly lost in the rhythm suddenly opens his eyes.
WALLY

| hadn't really thought about it,
But how 'bout "Fire"?

LANGSTON
(getting up and raising
hi s gl ass)

Well here's to burnin' it all down.

Young Bruce increases the volunme on the phonograph and j oi ns
the toast. They drink and dance, all three hol ding each
other, lost in the boozy reveries with the song.

I NT. NI GGERATTI MANOR (1926) WORK MONTAGE - -
AFTERNOON EVENI NG

Swi nging jazz nusic sets the pace for a fast nontage of
different artists greeting each other, noving in, getting
settl| ed(Young Bruce, Langston, and AARON DOUGAS, a well -
groonmed handsone painter).
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Zora parks her car, slans the door and hollers VWally's nane
fromthe sidewal k. Wally rushes down the stairs and gives
her a big hug.

Young Bruce and Aaron shake hands.

Langston enters the house carrying | uggage and foll ow ng
Vlly to a room

VWl |y opens the door and Langston | ooks around at his new
roomwith starry-eyed enthusiasm

I NT. NI GGERATTI MANOR (1926) WORK MONTAGE(CON T.) -- EVEN NG

Jazz continues under vignettes of people at typewiters and
canvases, reading to each other, typing feverishly, whiting
out paintings, ripping pages and throwng into trash, etc.

Wal |y | ooks over Aaron's shoulder at his canvas. It's a
nearly conpleted red and black drawing of a lion inside the
profile of a regal face with strong African features.

AARON
(slightly nervous)
Do you like it?

WALLY
Dol likeit? | think you just
finished the cover of our nmgazi ne.

I NT. NI GGERATTI MANOR- LI VI NG ROOM 1926) -- N GHT

Wal |y, Zora, Langston, Young Bruce and Aaron are assenbl ed
inthe living roomin front of a coffee table filled with
manuscri pt pages.

WALLY
| think if we put this out it'd be a
perfectly respectabl e nagazi ne.
(eyei ng Young Bruce)
But who wants that.

YOUNG BRUCE
We're ready to get | owdown and nasty.

Zora rolls here eyes.

ZORA
(towards Young Bruce)
There you go. Always wanna go muckin
around in the gutter.

WALLY
Wait a mnute, he has a point. W
need to show t hings that other
magazi nes won't. If not, then why
bot her ?



67.

LANGSTON
Well it still has to be good witing.

WALLY

(calmng him
Don't worry. Trust us.

(smling towards Young

Bruce)

Bruce and | were thinking that there
are two types of people that
upst andi ng Negroes want no part of.

YOUNG BRUCE
(i nterrupting)
Queers and whores. The types that
we're the nost fond of.

WALLY
And we'd like to give thema little
t oken of our appreciation.

Young Bruce throws a coin in the air and slans it onto his
hand.

YOUNG BRUCE
Heads, you get the streetwal ker.
Tai | s--the honpsexual
(to Wl ly)
What's your call?

WALLY
Heads.

Young Bruce peeks at the coin and gives a dramatic pause.

YOUNG BRUCE
It's heads.

(getting up)
Now let's really weak sonme havoc.

He flips the coin up towards Wally who snatches it fromthe
air.

I NT. NI GGERATTI MANOR- BRUCE/ WALLY BEDROOMS(1926) -- N GHT
Young Bruce and Wally are at their respective typewiters
concocting their stories. Slow notion close-up of hands
nmovi ng sensually on the typewiter keys.

DI SSCLVE TO
| NT. NI GGERATTI MANOR HALL( PRESENT) -- NI GHT

Bruce and Perry approach anot her door.
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BRUCE
And if it seens |ike we worked hard,
| ord knows we pl ayed even harder.

I NT. WALLY'S ROOM 1926) -- N GHT

The creaking of the bed and the escal ati ng sounds of sex
becone nore heated and furious. Through the keyhole we see
Bl ack | egs gyrating on top of white | egs exposed through the
sheets on the side of the bed.

The canmera pans to reveal Wally on top of HARALD, a handsone
blonde. In the mdst of incredible thrusting he is holding
Haral d's hands down on the bed.

Young Bruce is under the bed and his left cheek is flat

agai nst the floor. The box spring cones dangerously cl ose
to his face with every thrust as the orgasm c sounds becone
nore intense.

HARALD
(ecstatic)
Pl ease, please don't stop. Un..
WALLY
It's so good...God....|I"mcom ng
HARALD
So aml...oh god..

Wal |y arches his back and rel eases, collapsing onto Haral d.
They let out sighs of fulfillnment and exasperation. Wlly
snuggl es into Haral d' s neck caressing his cheek.

YOUNG BRUCE
(mocki nQg)
It's so good...oh god...I'm
comng...M too

Wal ly | eans over and | ooks under the bed to see Young Bruce
groaning and thrusting wildly towards the boxspring. He
faux cli maxes.

YOUNG BRUCE ( CONT' D)
(smling, applauding
as he slides out
from under the bed)
Bravo...VWally | think that's your
best piece of work yet.

Harald throws a pillow then a shoe at himwhich he gracefully
dodges. He then |eaps out of bed chasing Young Bruce down
the stairs and into the living room

WALLY
Har al d, rel ax.
( MORE)
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WALLY ( CONT' D)
(under his breath to
hi msel f, reaching
for a cigarette)
He and | share everything el se around
here, why not the nen.

I NT. NI GGERATTI MANOR LI VI NG ROOM 1926) -- N GHT

Young Bruce runs into the living roomw th Harald chasing
him He can't keep hinself fromstaring at Harald' s crotch.

YOUNG BRUCE
God, are you sure you don't have
some Negro blood in you? 1If | had
known | woul d' ve joi ned you.

HARALD
(cornering him around
t he couch)
I n your dreans, buddy.

Haral d throws a cushion as Young Bruce | eaps from around the
couch. Harald tackles himand pins his arns to the ground.

YOUNG BRUCE
(j oki ngly sexual)
Pl ease don't stop. Oh, God...I'm

com ng.

Wal ly enters the room keeping his robe closed with one hand
and holding a drink in the other.

YOUNG BRUCE ( CONT' D)

(to wally)
Wul d you get your big Canadian | ug
of f of ne.

WALLY
(tussling Harald's
hai r)

You know t hese white boys never get
enough.

Young Bruce struggles to free hinself.

WALLY ( CONT' D)

Vel |, sonebody's gonna have to get
up eventually and buy some gin for
this party.

HARALD

VWhat party?
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WALLY
The one that's gonna pay the rent
for the next nmonth which is supposed
to start in less than two hours and
as usual it looks like I"'mgoing to
be the one to drag all that booze up
on the train.

Haral d and Young Bruce | ook at himhelplessly, affirmng
that this will definitely be the case.

EXT. HARLEM STREET(1926) -- N CGHT

Young Bruce is wal king up the mddle of the dark, desolate,
street. His footsteps resound |oudly. He glances over his
shoul der sensing a strange presence.

| NT. NI GGERATTI MANOR PARLOR(1926) -- N GHT

The sounds of the quiet beginnings of a party can be heard
fromthe living room

Wally sips a drink and stares at Young Bruce who is barefoot,
sitting on the floor staring at patterns in the carpet. He
is about to begin a story.

Zora, Langston and a few others are sitting on the couch.
Zora's leg is subtly rubbing against Langston's as she nobves
her index finger to inconspicuously stroke his knee.

Langston repositions hinself, noving his |l eg away from Zora's.
A | ook of disappointnent crosses her face.

She feigns nonchal ance and pretends to refocus on Young Bruce.

ZORA
(to Young Bruce)
Are you gonna tell us what happened
or what?

EXT. HARLEM STREET(1926) -- N CGHT

Young Bruce | ooks around the enpty street, then continues up
t he bl ock.

YOUNG BRUCE (O S.)
| had been walking mles and | didn't
feel like comng back honme. Sonetines
homes can be such boring places when
you' re not feeling honey. Sonetines
it's nicer to just drop in sonewhere
and see what you find.

We see a blurred imge of Perry approaching the dil api dated,
present-day N ggeratti Manor. A pulsating, bright |ight
conmes fromthe w ndow next to the door
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YOUNG BRUCE (O. S.) (CONT' D
Thi s house | ooked strangely famliar,
run-down yet warm and inviting.
could feel nmy body going through
certain notions yet ny physical
presence was unrecogni zable to ne.

A ghost-Ilike, translucent Perry opens the door.
DI SSOLVE TGO
| NT. NI GGERATTI MANCR PARLOR(1926)-- NI GHT

YOUNG BRUCE
| found a little cubby hole and began
drifting into sleep.

I NT. NI GGERATTI MANOR( PRESENT) / FOREST- - NI GHT/ DAY

Perry is under the staircase which dissolves into a forest
canopi ed by thick oaks and surrounded by an assortnment of
flowers. The wind is rustling the trees as shafts of sunlight
filter through

A der Bruce approaches Perry's sl eeping body, wapping a
bl anket around hi m

YOUNG BRUCE (O S.)
| lay still as ever and yet the
nearness of this physical presence
kept luring ne closer.

A der Bruce reaches over and touches Perry's hand.

YOUNG BRUCE (O. S.) (CONT' D)
And for a brief nmonent | felt what
seened |ike a conplete nerging.

| NT. NI GGERATTI MANOR HALL( PRESENT) -- NI GHT
Perry is under the dil api dated staircase
WOVAN
(shrill, scream ng)
Stop it. Sonebody hel p ne.
A startled Perry gets up quickly. A bright |ight shines
fromthe top of the staircase. He walks into it as it gets
| arger, envel opi ng him
| NT. NI GGERATTI MANOR PARLOR(1926) -- N GHT
Young Bruce's audience is still enraptured.

As Young Bruce tells the story there is a superinposed nontage
of images of Perry- on the stairs, on the roof, seeing an
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| NTER- RACI AL WOVAN W TH AN | NFANT, and cli nbi ng down onto
the street.

YOUNG BRUCE
Up the stairs | ran cursing her for
having spoiled nmy dream | reached

the roof and crossed over to the
next house, running into ny nother
qui etly rocking a baby and ignoring

me. | came down the fire escape and
strolled onto the street, finally
reaching hone. O course, | was
still lanmenting the interruption of

my exquisite idyll.
There is silence as the listeners nuse over the story.
ZORA

(i n disbelief)
Did you really dreamthat?

YOUNG BRUCE
As plain as | sit right here in front
of you.

ZORA

|'ve heard stories fromhere to
Ti mbuktu, but you al ways | eave ne
wi th nmy nouth hangin' w de open.

YOUNG BRUCE
Well, that's ny job.

LANGSTON
And this presence was it male or
femal e.

YOUNG BRUCE

(sly, smrking)
You know as well as | do that that
makes no difference to a |liberated
soul |ike mne.

A low guttural, noan can be heard as the piercing sting of a
guitar reverberates fromthe other room

ZORA
It sound like it's about tinme for a
little |liberation.

They all rise fromthe couch eager to be in the center of
t he action.
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I NT. NI GGERATTI MANOR LI VI NG ROOM 1926) -- N GHT

Openi ng the door to reveal throngs of people bunping, grinding
and swinging to live Blues as a decadent party is at its
peak.

Perry and O der Bruce watch froma corner in their
contenporary clothing. Bruce whispers to Perry as the raw,
sexual energy swirls around them

Inter-racial and same-sex coupl es dance and m ngl e throughout
as GLADYS, a 250 pound nmal e inpersonator in top hat and
tuxedo, is holding a mc singing "Prove It On Me Bl ues"”,
attenpting to seduce a BEAUTI FUL, YOUNG BLACK WOVAN.

GLADYS
"They say | do it, ain't nobody caught
nme. They sure gotta prove it on ne.
Went out last night with a crowd of
friends. They nust've been wonen
‘cause | don't like no nen. It's
true | wear a collar and tie..."

The canera floats throughout the crowd getting brief snippets
of different occurrences throughout the room

A HANDSOME, BLACK STREET KIDis trying to teach a YOUNG

| TALI AN ACTRESS the "Bl ack Bottont dance. H's pelvis sw ngs
| ow down to the floor as she watches attentively. She neekly
attenpts to duplicate his noves wi thout much | uck

BLACK STREET KI D
It's all in the hips. You gotta
just let it go. Listen and feel it.

She cl oses her eyes, noving her hips awkwardly. He shakes
hi s head, worrying about her severe |ack of rhythm

A cluster of three people, two Bl ack wonen and one white
man, pass around a joint and erupt in |aughter.

AN OLDER, DI GNI FI ED, LI GHT-SKI NNED BLACK MAN and H S W FE
enter the room They take in the above scenarios and | ook
shocked by the unbridl ed hedoni sm on displ ay.

The Bl ack street kid is now putting his hands on the white
actress's hips.

GLORI A SWANSQN, a beautiful black femal e inpersonator, is
done up to the hilt in a sequin and silk evening gown. "She"
is unbuttoning the top buttons on the shirt of A VERY PRIM
AND PROPER, CONSERVATI VE G RL.

GLORI A
(unbut t oni nQg)
There's one and that's two. Let's
go for three. Whatta ya say?
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The girl starts refastening the buttons self-consciously.

GLORI A (CONT' D)
Ch honey now you have to start to
| oosen up or manma m ght have to revoke
your invitation to this fine little
Soi r ee.

Harald is stunbling and hangi ng onto strangers as he downs
any and all of the random unfinished drinks he sees. Wlly
grabs him holding himup and swaying with himto the rhythm
of the song.

The dignified couple has seen enough. The husband whi spers

to his wwfe and they head towards the door. They pass Young
Bruce in the corner with TWO HANDSOMVE, UNKEMPT | TALI AN GUYS.
He is feverishly kissing one and | ooks up as they pass.

YOUNG BRUCE
(smrking mschievously)
Leavi ng al ready?

The couple is so flustered and disgruntled that they do not
know how to respond. The nman grabs his wife's arm and nmakes
a beeline for the door.

Young Bruce returns his attention to his friend.

YOUNG BRUCE ( CONT' D)
Sorry. \Were were we?

They resune ki ssing passionately.
Goria is now sharing the m crophone wth G adys and suddenly

maki ng noves to take over the stage. She starts to sing
"Freaki sh Blues" as the band foll ows her cue.

Young Bruce breaks away fromthe | engthy kiss.

YOUNG BRUCE ( CONT' D)
Not bad.

He turns to Young Italian #2 and begins kissing himwth
equal intensity. They kiss for awhile.

YOUNG | TALI AN#1
(towards Young Bruce)
And the winner is...?

YOUNG BRUCE
| think we need to do nore research.

He begins to passionately kiss Young Italian #1 again.
CALVIN, a sullen, working class, Black man, sits in a corner,

unconfortable and al oof fromthe crowd. Zora notions for
himto join her and Langston at the other end of the room
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He ignores her.

Zora and Langston turn their attention towards Young Bruce
on the couch in the throws of a steany kiss. Langston

whi spers sonething to Zora as she | ooks towards Wally and
Har al d.

ZORA
(calling out)
Wally, Harald. W're drinking to
Bruce's newf ound | oves.

LANGSTON
(raising his glass)
May the best man w n.

YOUNG BRUCE
(getting up)
Excuse ne. | think ny friends are

dri nking w thout ne.

WALLY
Here, here.

VWl |y and Young Bruce join Langston and Zora in the corner.
They all raise their glasses together and toast as the white
flash of a photographer's canera freezes the frane.

CARL VAN VECHTEN, a thin, sharply, dressed bl onde, |owers
his canmera fromhis face and notions for Wally and Harald to
foll ow hi mout.

Zora, Langston and Young Bruce watch the three of them going
upstairs together. Wally trips on a stair and falls as Harald
attenpts to hold himup

YOUNG BRUCE
(1 ooking towards the
stairs)
VWere are they going wwth that white
nonkey?

LANGSTON
Looks like their being lured into
their cages.

Zora tries to hide a slight resentnent and hostility.

ZORA
(cold, matter of fact)
Well, boys will be boys.

| NT. WALLY' S BEDROOM 1926) -- N GHT
A der Bruce and Perry hide behind a curtain as Wally and

Haral d begin drunkenly disrobing. Carl | ooks around the room
taking his canera out of his bag.
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HARALD
(slightly slurred)
So these are only for you, right?

WALLY
(interrupting brashly)
Anyt hing Carl wants he gets.

(to Carl)
You're one of the few people who was
willing to patronize our nagazi ne.

This is the | east we can do.
Wal |y stunbles to the ground attenpting to renove his pants.

HARALD
(1 aughi ng)
Are you okay?

WALLY
(rubbing his el bow)
| think I'l'l survive...barely.

They finish undressing and seem unconfortable with their
nakedness.

HARALD
You did say that you're not going to
show t hese to anyone right?

CARL
Absol utely not. They're just for ny
own personal project. It's an
expl orati on.

WALLY

So how do you want us? Standing up,
kneeling, |lying down, erect, flaccid.

CARL
(smling)
Haral d turn your back to nme and put
your arm over his far shoul der.

He careful ly observes, wal ks over and adjusts Harald' s arm
on Wally's shoulder. Wally and Harald | ook into each other's
eyes. There's a sudden flash and the sound of the canera

cl i cki ng.

Young Bruce stands behind the canera with a grin.

YOUNG BRUCE
(devilish, sexy)
| couldn't resist.

CARL
Bruce, could you excuse us. W're
trying to work.
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HARALD
(sarcastic, drunken)
Yeah.
YOUNG BRUCE
Fi ne. | know when |'m not want ed.

(wal ki ng out)
"' m never the one to get in the way
of art.

| NT. NI GGERATTI MANOR - HALL(1926) -- N GHT

Calvin is putting on his coat as Zora approaches him
Langston is alone in a corner watching the exchange.

ZORA
Where are you goi ng?
CALVI N
(cold, hurt)
Hone.
ZORA

You weren't gonna tell ne you were
| eaving? And how am | supposed to
get hone?

CALVI N
(bitter)
Seeing that you spent the entire
night wth Langston, | thought you
m ght wanna go honme with him

ZORA
(tense, annoyed)
So now | have to deal with this
j eal ousy crap agai n.

CALVI N
You know | hate these parties. |
don't know why you keep draggin' ne
to 'em

ZORA
Vell maybe if you did sonething
besi des sulk in the corner you m ght
get to like '"em

CALVI N
The only reason you bring ne is to
show of f how smart you are with al
your snotty witer friends. Standin
around thinkin' ya'll are better
t han everybody el se.

ZORA
That's not true and you know it.
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CALVI N
Yes it is.

ZORA
| invite you 'cause | want you to be
part of ny life.

CALVI N
VWll that part | can do w thout.
ZORA
(exasper at ed)
You know what? | really don't feel
like ruining a perfectly good ni ght
arguing with you. |[|'m staying.

"1l find ny way hone.

CALVI N
That's fine with me.

He grabs his hat and abruptly exits as Zora rejoins the party.
| NT. WALLY' S BEDROOM 1926) -- N GHT

Carl finishes adjusting Wlly and Haral d's positions to his
I'i ki ng.

CARL
Excel | ent.

He goes back to the canera and snaps the first shot. White
flash into freeze franme of the shot.

| NT. DARKROOM 1926) -- N GHT

In the dimred light of the roomthe sane image is form ng
in the developer. Carl smles at the contents. He holds
the photo up to the light, investigates and places it into
t he next bath of chem cals.

| NT. WALLY'S BEDROOM 1926) -- NI GHT

Wal |y and Harald hold several different poses and for each
there's a white flash into a freeze frane. These are
recreations of Van Vechten's stylized erotic photographs.

| NT. NI GGERATTI MANOR- LI VI NG ROOM 1926) -- AFTERNOON

The remants of the party are strewn about everywhere. Dirty
cups with cigarette butts, overflow ng ashtrays, portions or
uneaten food on plates, etc.

Young Bruce, Zora, Wally, Langston, Aaron and Harald are al
nur si ng hangovers and | ooking like hell. A pile of newspaper
reviews is stacked in front of Wally and the tension in the
air is high.
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ZORA
|"mnot interested in sonme high
falutin' critics opinions anyway.
They are the last people I'mwitin'
for.

LANGSTON

Well it is going to affect the anount
of people that buy the damm thing.
W mght as well know the battle
we're up agai nst.

(to wally)
Since you've already read them al
why don't you start and then we'll
take turns sharing the torture.

WALLY
(tentatively)
Alright, you asked for it. These
are just sonme of the highlights.

He swftly opens the first paper as all the attention focuses
on him There's a close-up of each person as they are being
critiqued by the reviewer.

WALLY ( CONT' D)

(readi ng)
"I have just tossed the first issue
of Fire into the fire. Aaron Dougl as,
in spite of the neaningless
gr ot esqueness of his creations, has
gained a reputation as an artist.
He is permtted to spoil the perfectly
good pages and the cover with his
i nk and pen hodge podge. Langston
Hughes di splays his usual ability to
say nothing in many words. Zora
Neal e Hurston witing in the slangs
of the deep south betrays her own
education and that of the vast
majority of her readership. Wallace
Thurman and Ri chard Bruce in choosing
to wite about prostitution and
honmosexual ity, respectively, have
decided to drag the Negro race through
the muck, the remmants of which wll
never be fully cl eansed.™

YOUNG BRUCE
(jovial)
Vell this calls for a cel ebration
| say we all go down to Stella's for
brunch and the bi ggest pitcher of
m nosas that noney can buy.



EXT. HARLEM STREET(1926) -- DAY

Young Bruce and Zora talk as the rest of the group wal ks
ahead.

YOUNG BRUCE
So what'd you want to tal k about?

ZORA
| don't know, |'ve been worried about
you. Did you find a job yet?

YOUNG BRUCE
| been lookin'. There's just not
that much out there.

ZORA
Hangi n' out wth Parker and Auden
all day in the Village isn't what |
call lookin'. It's not like a job's
just gonna show up at Bickford' s and
bite you on the ass. And don't think
we don't know that you been sellin’
t he magazi ne and keepin' the noney
to feed yourself.

YOUNG BRUCE
(feigning ignorance/
] oki ng)
Why young |l ady. Wat are you accusi ng
me of ?
Zora gives hima skeptical, "don't try to play ne" | ook
ZORA

It's not right. |If anybody should
be gettin' that noney it's Wally.
He's put the nost into it.

YOUNG BRUCE
Well, a job' Il turn up sooner or
| at er.

Zora takes a pack of Pall mall cigarettes from her purse.

ZORA
| hope so. For your sake.
(slightly devious)
But the nore inportant question is
will you still walk with me if |
snoke this cigarette on the street?

YOUNG BRUCE
(di sbelief)
You' re not gonna do that.

80.
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ZORA
Li ke hell 1'm not.

Zora lights up and takes her first drag.

YOUNG BRUCE
Well what do | have to lose. It's
not like |I have sone stellar
reputation to protect.

Zora snokes triunphantly as people stare at her and the
cigarette in horror. She returns their stares with a proud
and confident smle.

| NT. STELLA' S CAFE(1926)-- DAY

The waitress clears the |ast of the dishes fromthe table
where the group sits.

LANGSTON
(smling at the
wai t ress)

Thank you.

TWO BLACK COUPLES at different tables watch themin disgust.
The wonen lean in to whisper to their partners while glancing
wi t h di sdai n.

ZORA
| think we should read it here.

AARON
You' ve | ost your m nd.

ZORA
Come on. Everyone has to read the
work of the person to the left of
them You kick the person next to
you when you want themto take over.

WALLY
VWhat about the artwork?

YOUNG BRUCE
You have to pose like the subject in
t he draw ng.

ZORA
Hot damm, | |like it. Langston you
start.

LANGSTON

(tentative)
| don't know about this.



82.

ZORA
Come on. Let's give the people a
little taste.
(giving hima sw ft
ki ck under the table)
Go on!

LANGSTON

OM  Jesus

(readi ng)
"And there | saw Cordelia savagely
careening in a drunken abortion of
the Charl eston and surrounded by a
perspiring circle of handcl appi ng
ent husi asts. .. Seeing that she was
about to | eave the room| rushed
forward calling Cordelia...Stil
eager to speak, | heard one of the
girls ask "Who's the Dicty kid?...and
Cordel i a answered "The guy who gi mme
ma ' firs' two bucks."

Langston ki cks \Wallace who snoot hly takes over.

WALLY

(reciting suddenly

with great rhythmc

intensity)
"Laughter, suddenly like a taut drum
| aughter, suddenly neither truth nor
lie, |laughter hardening the dusk
dark evening. Laughter, shaking the
lights in the fish joint, rolling
white balls in the pool roons. And
| eavi ng untouched the box car sone
train had forgotten."

Wal | ace ki cks Young Bruce who is staring at an el aborate
illustration in the nmagazine. He stands on his chair and
strikes a pose, flanboyantly imtating the character in the
dr awi ng.

Zora throws the magazine on the table and begi ns cl appi ng
and singing as Young Bruce dances on his chair. The rest
begin to join in.

ZORA
(si ngi ng)
"Fy-ah, fyah gonna burn ny soul. |
ain't been good. | ain't been clean.

| been | owdown, stinkin' nean. And
baby, Fy-ah, Fy-ah gonna burn ny
soul .

(others join)
Fy-ah, fy-ah gonna burn ny soul. Fy-
ah, Fy-ah gonna burn ny soul."
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| NT. NI GGERATTI MANOR( PRESENT) -- N GHT

Bruce and Perry are seated on the staircase. Bruce takes a
| ong drag on his cigarette and exhal es.

BRUCE

(deep in thought,

waits a noment before

t al ki ng)
No matter how bold we were, there
were times when you knew your place
or you' d end up swingin' froma tree.
For me, | knew nost Bl ack peopl e
woul dn't have ny back. Wiy? ' Cause
| was a cocksuckin' faggot. And
nost white people wouldn't. Wy?
"Cause | was a nigger. So you got
strong and learned to rely on your
wts and instincts to survive.

Bruce takes another contenplative drag of his cigarette.
EXT. SUBURBAN HOUSE( FLASHBACK) ( SUPER-8) -- DAY
Perry nervously approaches his parent's house. After a deep

breath he gathers up the courage to ring the bell. His father
sl ow y approaches through the screen door.

PERRY
(sensing hostility)
Look, | just need to get sone books

fromthe basenent.

MR W LLI AMS
(stern, cold and
det ached)
| told you not to step foot anywhere
near this house.

PERRY
| need them for school.

MR, WLLI AVS
Anything you left in this house does
not exist. Now get out of ny sight.

Perry stares into his father's eyes with intense hatred.
| NT. NI GGERATTI MANOR( PRESENT) -- N GHT
We hear the sound of a door slamas Bruce is eyeing the

dil apidated ceilings and walls. He sees small bits of plaster
begin to fall.
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BRUCE
(weary, forlorn)
God, look at this place. [It's funny
how all these things live inside you
until you make your peace with them

We hear the distant sounds of yelling and violence with brief
POV shots of Perry's father assaulting himthroughout these
[ines.

PERRY

(rmour nful)
Li ke when ny dad caught ne with this
guy in ny room He was kicking the
shit out of ne and he kept scream ng
"Not in ny house!"™ Alnost |like he
was trying to convince hinmself | was
soneone else. Like if he just kept
poundi ng on ne this thing would
di sappear. And ny nother kept saying
"Everyt hing keeps goi ng over and
over again in ny mnd and | keep
t hi nki ng where did we go wong." She
said she felt like killing herself.
| thought of the tinmes when the
t hought of them finding out I was
gay was enough to nmake nme want to
kill nyself. She finally understood
what that nust feel |ike.

Bruce stares at himfor a nonment not knowi ng what to say.
He wants to bring hinself to hold Perry but for some reason
he can't.

BRUCE

Those simlar feelings are netaphoric.
PERRY

What do you nean?
BRUCE

No matter how far you run those
connections will always be there.
Famly's the core stuff and you gotta
fight like hell to let 'em know who
you are. The rest is up to them

DI SSCLVE TQO
EXT. HARLEM NEWSSTAND( 1926) -- DAY

Young Bruce passes a newsstand and | ooks past the cashier to
see issues of "Fire" bundled up and hidden in the corner.
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YOUNG BRUCE
Excuse ne sir, those magazi nes back
there are neant to be displayed and
sol d, not hidden away.

CASHI ER
It's not ny doin'. It's the NAACP
YOUNG BRUCE

VWhat are you tal ki ng about ?

CASHI ER
Apparently there' ve been al ot of
conplaints fromthe public. W were
told not to display them

EXT. HARLEM LOT(1926) -- N CGHT

There's a huge bonfire as issues of the magazine burn in the
m dst of a volatile protest.

BLACK WOVAN #1
(angrily tossing
several i1ssues into
the bonfire)
It's snut and filth and you're nothing
but degenerate lowifes.

ZORA
(bol dly confrontational)
We're your children and we're sick
and tired of lyin' to inpress white
peopl e and bourgeois Negroes |ike
you.

BLACK WOMVAN #2
(to Zora)
Wth all your education you should
know better. You are sick! And you
are no child of mne. M children
are trained to know better.

WALLY
(to Bl ack woman #2)
Trained |ike good, obedient little
dogs waiting for the master to throw
thema bone. Maybe it's tinme to
feed oursel ves.

ZORA
Ya' |l need to get up off your knees.
My mama al ways said that was no
position for a lady to be in.
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BLACK WOVAN #3
(to Bl ack woman #2)
You shoul d be encouraging them You
have no right to tell a witer what
they can and can't say. |If you don't
like it, then don't read it.

BLACK MAN #1

(towards Bruce)
I'mfromD.C. and | know you're from
a good famly. You bring them shane.
That's why you can't even wite under
your real nane. Richard Bruce. Ha!
You're Richard Bruce Nugent. The
Nugents of Washington D.C.. And if |
was spreadi ng honosexual filth |ike
that | wouldn't attach ny nane to it
ei t her.

YOUNG BRUCE
You're prejudice is what's filthy!
And | do want to spare ny famly
shane. The shane that cones from
your fear of |looking in the mrror
at what we all are!

BLACK MAN #1
(tossing nore magazi nes
inthe fire)
There is no "we" in this. There is
not a proper Negro in the world that
woul d stand by this. Your father
must be turning in his grave.

BLACK MAN #2
This is what proper Negroes do with
trash like you

He throws a magazine into the barrel and violently spits in
Young Bruce's face. Wally sees this and becones incensed.

WALLY
(To Bl ack Man #2)
Who do you think you are?!

The fire rises in the distance as the arguing becones nore
volatile and ferocious. As the canera tracks back the voices
turn into a dissonant cacophony subnerged within the night
air.

| NT. MANHATTAN OFFI CE (1926) -- DAY

A heavy-set white man in his md-forties, MR MACALLI STER
stands | ooki ng out the wi ndow of his office. Wlly enters.
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MACALLI STER
(turning around)
M. Thurman, so glad you could make
it please sit down.

WALLY
(taking a seat)
Thank you.
MACALLI STER
Can | get you anything. Coffee,
tea..?
WALLY
No, I'mfine. Thanks.
MACALLI STER
Alright. Let's get down to business
then. | read the manuscript and

with some m nor adjustnents we would
seriously consider publishing it.

As you know we're interested in
presenting new, inportant Negro
writers such as yourself to the
public.

Wal ly | ooks at him skeptically, knowi ng where this is heading.

MACALLI STER ( CONT' D)
I f M. Van Vechten has proven anything
with the success of N gger Heaven,
it's that there's a hunger for the
reality of Harlemlife.

WALLY
| agree.

MACALLI STER
No holds barred. Telling it the way
it is. And | think a Negro witer
has access to insights into this
world that white witers |ike Van
Vechten can never get to. Are we
seeing eye to eye on this?

WALLY
Oh, absol utely.
(pause)
So, what were these m nor adjustnents
you were tal king about?

MACALLI STER
I"'mthinking it'd be interesting to
pl ay up the nightclub atnosphere in
chapter 5. Making it darker, nore
menaci ng. A front for nunbers running
or drugs.



WALLY
But that's conpletely untrue to the
character. The whole point is him
opening up the club to turn his life
around and do right by Stella.

MACALLI STER
The public wants danger, sex and
violence fromHarlemstories. And a
good witer has to nake concessions
to what the public wants.

Zora is now sitting in the same seat Wally was in.

ZORA
But the | anguage of the novel
preserves the folklore roots and..

MACALLI STER
(i nterrupting)
If you're not witing in easy to
read English that people can
under st and then how do you expect
people to get it.

ZORA
It is English. The Negro's English.

MACALLI STER
How hard could it be to translate so
t hat everyone can understand?

ZORA
It's the oral Negro tradition. The
peopl e that are part of it recognize

it. I'"mnot speaking for these
people, | amthese people.
MACALLI STER

Look, that's where you're com ng
fromnot where you're at now. People
want to hear about the speakeasi es,
the Blues, the wild, dangerous energy
of Harlem You and | both know that.

ZORA
VWhat |'mgivin' people is not what
t hey want but what they need.
Macal li ster is becom ng increasingly nore frustrated.
MACALLI STER
You know what the best-selling book
of the past six nonths has been?

Zora braces herself for the forthcom ng revel ation.
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MACALLI STER ( CONT' D)
I[t's this.

He throws a copy of Carl Van Vechten's "N gger Heaven" onto
the desk in front of Zora.

MACALLI STER ( CONT' D)
And by a white author. [|nagine how
the public would enbrace the authentic
Negr o perspecti ve.

ZORA
| think you're talking to the wong
writer.

MACALLI STER

Every good witer has to make
concessions to what the public wants.

VWally and Zora's voices becone | ayered together. The end is
i ntercut between the both of them exiting.

ZORA/ WALLY
VWl |l these are concessions that |'m
not willing to make.

Wl |y stands up extending his hand.

WALLY
| want to thank you for your tine
M. Macallister.

Wal ly turns towards the door.

ZORA
(noddi ng)
Good day.

Long di ssol ve through the both of themexiting as the sound
of the door closing resounds tw ce.

| NT. NI GGERATTI MANOR- ROOF( PRESENT) -- NI GHT

We see an open hatch door on the roof. Perry and Bruce | ook
out over the nighttinme cityscape thinking about the previous
scene.

PERRY
You all went through so nmuch. Don't
you ever think you should wite about
it so people know?

BRUCE
Oh, it'll live on.
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PERRY
God all the shit you nust've seen by
the tinme you were ny age. Wat am |
doing in school? You guys just
| earned from each ot her

BRUCE
That's what friends do. | think
Langston really taught nme about
ki ndness. Zora taught nme how to
listen. And Wally....He showed ne
how to use words |i ke weapons. And
how to have fun with them Actually
maybe | taught himthat. It got
pretty confusing with Wally. You
know, who taught what to whom

PERRY
(t hi nki ng)
| guess | learn fromny friends but
it"s not like I knowit when it's
happeni ng.
BRUCE

That's |ife man.

The wind rustles the trees. Perry stares out at the
| andscape, thinking within the silence. He's becom ng nore
intrigued by a thought and | ooks over at Bruce.

PERRY
Did you ever go out cruising back
t hen?

Bruce | ooks at himw th faux drama, feigning shock.

BRUCE
| beg your pardon.

Still looking at him he tries to figure out exactly where
Perry's comng from

BRUCE ( CONT' D)
You' re such an old soul in that young
body.

PERRY
Nice try but don't change the subject.

BRUCE
(pretending to forget)
|"msorry. Wat did you ask ne?

PERRY
Cruising. Trolling around | ooking
for trade.
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BRUCE
Ch yeah. Well | suppose | did do
that. | guess you could say | was
obsessed with it.

| NT. PARK BATHROOM 1926) -- N GHT

The canmera follows a pair of feet slowy striding towards a
doorway. Young Bruce is surveying a dimy lit, dank subway
bat hroom Against the far wall he catches the eye of a YOUNG
MARINE in uniformslowy stroking his crotch.

The mari ne noves towards the urinals and Young Bruce
approaches cautiously and stands at the urinal next to him
He unbuttons his pants seductively and reveal s hinsel f.

The nmarine | ooks down and assesses.

Young Bruce reaches over and undoes the top button of his
pants. He slowy undoes each button on the marine's pants
whil e sinmultaneously stinulating hinself with his other hand.
Young Bruce's hand falls to his side as the marine nobans

wi th pl easure.

He begi ns stroking Young Bruce's ass with his |eft hand,
then slips a small silver object out of his back pocket.

The mari ne reaches over and slans a handcuff tightly onto
Young Bruce's hand and pushes hi m agai nst the wall.

YOUNG BRUCE
(nervous yet aggressive)
VWait a m nute!

The mari ne grabs Young Bruce's other hand and | ocks the other
handcuff around it.

MARI NE
The fun's over. W're takin' alittle
trip.

EXT. PARK BATHROOM 1926) -- N GHT

The mari ne pushes Young Bruce towards a car. He shows
hostility and resi stance.

BRUCE (O S.)
That was the first and last tine |
spent the night in a prison cell.

| NT. NI GGERATTI MANOR- ROOF( PRESENT) -- NI GHT

BRUCE
Later when | had to appear in court,
the judge asked the "marine" if the
sexual encounter was done agai nst

( MORE)



BRUCE ( CONT' D)

his will. He said "Yes" and | yelled
" There are thirteen buttons on a
sailor's pants, you coul d' ve stopped
me anytinme you wanted."

(l aughs at his past

behavi or)
He dism ssed the case and | ater the
judge asked ne if | had a thing for

uniforms. | said "Sailors yes, police
officer's no." He | aughed and shook
hi s head.

(pause)

Come to think of it that judge seened
like a big closet case hinself.

Perry | aughs at the new theory Bruce has arrived at.

PERRY
| guess nothing's really changed.

BRUCE
You got that right. So that's ny
| east successful cruising story.
And there's nore where that cane
from

He gives Perry a playful, flirtatious w nk.

PERRY
(smling)
|'"'msure there are.

BRUCE
But ny nenory gets kind of vague
about the details. Those encounters
al ways seened ki nda the sane--You
met him you found him fondled him
fucked himand forgot him

They both | augh uproariously in joint recognition of the
truth. After a nonment Bruce | ooks at himinquisitively.

BRUCE ( CONT' D)
Don't you go out to bars and
bat hhouses and things |Iike that?
God do bat hhouses even exi st anynore?
Maybe it's better that | don't know.

PERRY
Oh they exist alright.

BRUCE
How do you do at thenf
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PERRY
| do alright. You know they're nostly
white and it's different being black
in those places. |I'mnever gonna be
the golden prize little white boy.
I"musually Iike the exotic thing.
Like "Hmm |'ve never tried that.
Sonme chocol ate m ght be nice tonight."
But | guess | do alright.

BRUCE
|"m sure you do just fine.

Perry gl ances at his watch.

PERRY
You shoul d probably get back to the
shelter before it gets too late.

BRUCE
We have sone tine.
(pause)
| was wondering if you m ght do
sonet hing for ne.

PERRY
VWhat's that?

BRUCE
Well | haven't been able to paint in
a long tinme and. ..
There's a sudden, awkward sil ence.

PERRY
And what ?

BRUCE
For sone reason you rem nd ne of
VWl ly and he used to al ways pose for
me when | needed and since he's not
around. ..

They both | ook at each other intrigued by the prospects.

PERRY
Al | have to do is sit?

BRUCE
Just sit and be your natural,
beauti ful self.

PERRY
(after a pause)
| guess | could do that. Wen do
you want to do it?
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BRUCE
We coul d neet here tonorrow around
the sanme tine.

PERRY
That sounds good.

EXT. HARLEM STREET -- N GHT

Perry and Bruce are rounding a corner and wal king up a qui et
Harl em street. Perry seens contenpl ative as Bruce attenpts
to break the silence.

BRUCE
So how are things going with that
cute white boy |I've seen you with?

PERRY
(per pl exed and
guesti oni ng)

Ji n?
BRUCE

Yeah. You know t he one.
PERRY

When have you seen nme with hinf
BRUCE

| keep an eye out.
Perry | ooks at himquizzically, trying to figure himout.

BRUCE ( CONT' D)
(increasingly inpatient)
So.... come on out with it.

PERRY

(apprehensi ve and sad)
It's not really working out. | think
| need to just nove on.

(pause)
It's Iike one of those things where
you're alnost trying to turn sonmeone
into sonething they' re not.

(pause, gets nore

mel anchol y)

Li ke anything just to fill the
enptiness and avoi d bei ng al one.

Bruce reaches over and pulls himinto a hug. Perry lets out
a | ong exhal ati on.
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PERRY ( CONT' D)
(pulls away and | ooks
up at Bruce)
How many tines have you seen ne with
hi m anyway?

(playful)
You really are a crazy stal ker aren't
you? | can hear it now

(faux newscaster voice)
-- "Remai ns of young bl ack boy found
in bel ongings of elderly black artist--
Details at 11."

BRUCE
Elderly? | believe the word you're
| ooking for is | egendary.

Bruce freezes in a diva pose as Perry | aughs.

BRUCE ( CONT' D)
(relaxing fromthe
pose)
You' d be surprised at the things you
notice when you really start to | ook.

He wal ks away nonchal antly as Perry starts to foll ow.

PERRY
Where are you goi ng?

Bruce holds up a hand signaling Perry to stay.

BRUCE
Sonetines a | ady needs a nonent to
herself. Gather the thoughts. Attend
to her busi ness.

PERRY
| guess she needs a room of her own.

BRUCE
(wal ki ng further on)
That's exactly right.

Bruce turns and wal ks away giving a hand gesture simlar to
the initial encounter with Perry and Marcus. Perry begins
wal king in the opposite direction. Rahsan is surreptitiously
wat chi ng them from across the street.

| NT. EAST VILLAGE BAR -- N GHT

Marcus and Perry sit at a table. Mrcus seens slightly awe-
struck by the events Perry's been rel ayi ng.

MARCUS
So you think he's for real ?



PERRY
What do you nean?

MARCUS
| mean he could be some nut job with
areally vivid i magination

PERRY
Nah, he's real alright.

MARCUS
(t hi nki ng, nonpl ussed)
Jesus, it's so fucked up that...

PERRY
That what ?

MARCUS
That his life turned out the way
that it did.

PERRY

You know | thought that too at first.
But | just think he has different
values. His mind is different.
It's like he's old but he's not
really. | nmean what eighty year old
uses words |ike cocksuckin' faggot.
(chuckl es i n amazenent
at the idea)
It's crazy. He's just |like wde
open and you can tell he doesn't
regret shit.

MARCUS
| don't know, man. | don't buy it.
(contenpl ati ve pause
then | ooks directly
at Perry)
| nmean, where's he sleepin' tonight?

| NT. HARLEM GAY BAR -- NI GHT

Bruce walks into a dimy lit, sparsely popul ated bar with
the trace of a smle

A classic Blues song is playing on the jukebox. The
bartender, SAM an ol der heavy-set Black man in his late
fifties, approaches him

SAM
Well, you | ook happy tonight.

BRUCE
| met sonebody today. Sonebody who
rem nded nme of what it felt like to
fall in |ove.
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SAM
Uh-oh. Sounds danger ous.

Sam pours a shot of bourbon for Bruce. He places it in front
of him as Bruce begins tal king.

BRUCE
You ever start talking to soneone
and you feel like you' ve known them

forever? Their entire past and future
flashes right before your eyes. And
your heart starts beating faster
' cause you know how hard their life's
gonna be and it just tears you up
i nsi de.

(pause)
| just listened and stared at him
and | wanted to hold him

SAM
Al right, here we go.

BRUCE
And | | ooked down at ny hand and
t hought to nyself "where'd this cone
from?" You ever think |ike that?
Li ke what's a hot piece of ass |like
me doin' trapped in this old man's
body.

SAM
(laughi ng quietly)
| think it and it's usually right
before I do sonething |I'm gonna
regret.

BRUCE
But you usually do it anyway.

SAM
You got that right.

BRUCE
(raising his glass)
Here's to |l ost beauty. May it al ways
be nearby, with the potential to
keep you warm

SAM
(pouring hinself a
shot)
Wait. That's one |I'll have to join
you on.

He and Bruce touch gl asses and down their shots. Sam shakes
his head fromthe sting of the Iiquor and Bruce closes his
eyes, savoring it's warnth.
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I NT. PERRY'S DORM ROOM -- N GHT

Perry | ooks at hinmself in the mrror fromdifferent angles
and fixes the collar of his shirt. He | ooks unconfortable as
he decides to | eave.

| NT. GALLERY -- NI GHT

Perry | ooks around the crowded gall ery apprehensively. I|saiah
approaches him

PERRY
Hey. Thanks for com ng.

| SAI AH
Thanks for inviting nme. |'minpressed.

PERRY
(awkwar d)
Now maybe you see why | haven't gotten
to that final paper.

| SAI AH
| wasn't gonna bring it up. But I am
wai ting. Gades go in next week.

PERRY
|"mworking on it. Have sone faith.

| SAI AH
| do. But faith isn't enough to help
you pass ny cl ass.

PERRY
(unconf ortabl e)
Ri ght .

Perry sees Evel yn standing across the room | ooking at one
of his paintings.

PERRY ( CONT' D)
Excuse nme a second.

He goes over to Evel yn.

EVELYN
(smling, turning
towards hinm
You know you're really com n' al ong.
(leaning in closer to
t he canvas)
Especially with this one.

PERRY
You' re probably the only one that's
even | ooked at 'em
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Evel yn puts an arm around Perry and gives hima kiss on the
cheek.

EVELYN
|"'mreally proud of you baby.
PERRY
(warm y)
Thanks. |1'mglad you're here.

(becom ng nore

unconfortable with

hi s surroundi ngs)
| think | need to step outside for a
m nut e.

Evel yn smles and watches himwal k away and turns her
attention back to the paintings.

Marcus is talking to MR LEWS, an older, wealthy white man.
Perry approaches them as Marcus shows excitenent to see him

MARCUS

(grabbi ng his hand

and pulling himinto

an enbrace)
Here he is. Perry, this is John
Lewws. He owns a gallery in Chel sea.

(to M. Lew s)
Perry's one of the painters in the

show.

MR LEW S
Ch, really. Wat kind of work do
you do?

PERRY
It's hard to say. |It's changing.
Abstract portraits, | guess.

(turning frustrated

and slightly abrasive)
| don't know. [|I'mnot good at summ ng
it upinlittle norsels for
consunpti on.

Mar cus gi ves hima scol di ng | ook.

MARCUS
(giving Perry a | ook
of di sdain)

You know, it's probably better if
you just judge for yourself. He did
the three in the back on the left.
|'"'msure he'd be happy to show you
nmore wor k, whenever it's convenient.

MR LEWS
That' d be wonder ful .
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PERRY
(abrupt)
Excuse nme. | need sone air.
MR LEWS
Vell it was nice chatting with you

M. Lew s extends his hand and Perry | eaves abruptly w thout
noticing it.

EXT. GALLERY -- N GHT

Perry | eans against a wall snoking a cigarette as Marcus
approaches him

MARCUS
Yo, what's up with you?

PERRY
Not hing, I'"mjust not interested in
packagi ng nyself as the next big
deal .

MARCUS

VWl |l you better learn

PERRY
For someone who's al ways preachin
about evil whitey you sure know to
turn on that stepin fetchit routine
when you need to.

MARCUS
You know that starvin' artist bullshit
m ght be a really cool nyth but livin'
it is not really all that.

PERRY
" mjust not confortable talking to
peopl e |ike that.

MARCUS
A few nont hs of Ranmen noodl es and
tunafish and you'll start to fee

real confortable, real quick. Fuck
all that school bullshit, this is
the real deal. You learnin" howto
talk the talk, you mght as well use
it to your benefit.

PERRY
| don't know. It snells |ike al ot
of bullshit to ne.

MARCUS
| don't care what it smells |ike.
( MORE)
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MARCUS ( CONT' D)
It's about what it sounds like.."Ka-

chi ng".
PERRY

s that all you care about?
MARCUS

Look, I'"'mjust not interested in

bein' sonme old man sleepin' in a
fuckin' honel ess shelter. Do you

know how many people would kill to
be in this show at your age? Wile
you're still in school. Are you
crazy?

PERRY

And how many of 'em would end up
goin' through such a m nd-fuck that
they're dead junkies at 27? But |
guess that doesn't nmatter 'cause
their prices are still goin' through
the roof. R ght? Well |I'mnot goin
out like that.

exits the building and wal ks over.

MR LEW S
Perry, do you think I could have a
short word with you?

PERRY
| was just |eaving...

MR LEW S
| wanted to tell you I think your
wor k has al ot of potential.

PERRY
Thanks.

MR LEWS
Do you have a gallery?

PERRY
No.

MR LEWS

| was thinking, if you approached
the sane themes in a nore accessi bl e
way you could do really well.

Perry smrks in disbelief and | ooks at Marcus.

PERRY
(laughs to hinsel f)
Ch yeah?
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MR LEWS

Do you have tinme for a quick drink?
PERRY

(col d)

Nah. | have to neet soneone.
MR LEWS

Maybe we can get together sone tine

next week.

M. Lewis hands hima card and Perry accepts it with a | ook
of di sdai n.

He wal ks up the enpty street as Marcus and M. Lewi s watch
himin the mdst of the night's hollow silence.

| NT. NI GGERATI MANOR(PRESENT) -- NI GHT

Bruce is in the living roomunpacki ng and arrangi ng vari ous
pai nting supplies. He lights two candl es and wal ks over to
the wi ndow to check for Perry.

EXT. LONER EAST SIDE STREET -- N GHT

Perry is wal king briskly on a darkened street. He hears
shuffling behind him Turning around he sees the street is

enpty.

He begi ns wal king faster. A sudden blow to his head sends
hi m face down onto the street.

Four Bl ack nmen in stocking masks attack himfromall sides.
They are savagely kicking and punching himwth all their
m ght .

MAN# 1
Faggot not herfucker. |'m gonna
fuckin' kill you.

MAN# 2
(ki cking furiously)
Bi t ch-ass cocksucker. | bet you
keep your fuckin' nouth shut now.

A man has been overseeing the attack, snoking a cigarette
and | eaning against a car. He watches Perry roll onto his
side barely conscious and bl eedi ng.

OVERSEER
Alright that's it.

The ot her nmen back off as the overseer approaches. As he
raises his mask slightly, we realize it's Rahsan. Revealing
only his nmouth, he spits onto Perry's face.
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OVERSEER/ RAHSAN
(raising his cigarette)
Here's the fire next tineg,
not her f ucker.

He puts the cigarette out on Perry's neck and Perry's deep
scream resounds through the streets.

| NT. NI GGERATI MANOR(PRESENT) -- N GHT

The noon shines onto Bruce's face as he restl essly adjusts
hi s body on the fl oor.

EXT. EAST VI LLAGE STREET -- N GHT

Perry linps slowy up the block. H's face is bruised and
he's having trouble noving. He opens the front door to his
dorm

I NT. PERRY'S DORM ROOM -- N GHT

Perry opens the door to his room He noves slowy trying to
wi thstand the pain. He begins to renove his clothes.

Perry clinbs into bed and gets under the covers. A tear
falls down his bruised face as he cl oses his eyes.

EXT. STREET -- N GHT

A nontage of different honel ess people, on the street, on
par k benches, |ooking for food in garbage cans, etc. The
ni ght sky | apses into sunrise.

DI SSCLVE TQO
| NT. SUBWAY -- LATE AFTERNOON

Bruce is asleep on the subway in slightly dishevel ed cl ot hi ng.
He i s coughing and shivering as he adjusts his body. A FIVE-
YEAR OLD BLACK KID and H'S MOTHER sit across from him

BLACK KI D
Mom does God | ove everyone?

MOM
Yeah.

The bl ack kid points towards Bruce.

BLACK KI D
Even him

MOM
Yes, honey.

The train noves through the dark tunnel and into the |ight
of the next station.
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I NT. UNI VERSI TY DORM LOBBY -- EARLY EVEN NG

Bruce slips past a UNIVERSI TY SECURI TY GUARD i mrersed in
conversation on a pay phone.

I NT. UNI VERSI TY DORM HALLWAY -- EARLY EVEN NG

Bruce wanders nonchal antly through the hall. He passes a
YOUNG STUDENT.

BRUCE
| s there soneone naned Perry on this
fl oor?

YOUNG STUDENT
First door on the |left around the
corner. Maybe you can get himto
come out. He hasn't left that room
in like three days.

Bruce approaches the door, knocks and slowy enters the
dar kened room

| NT. PERRY'S DORM ROOM -- EARLY EVEN NG

Perry is under the covers in bed with his back towards the
door .

BRUCE
(loudly clears throat
bef ore speaki ng)
Is this where all the hot, young
guys are when they're supposed to be
hangin' out with nme?

Bruce turns on the light and Perry rolls over and gl ares at
hi m
PERRY

(annoyed)
VWhat are you doi ng here?

As Bruce noves towards Perry, he notices the bruises on his
face.

BRUCE
(al arnmed, denmandi ng)
VWhat happened?

PERRY
Not hing. | don't want to tal k about
it.

Bruce kneels by the bed and forcibly turns Perry to face
hi m
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BRUCE
Who did this to you?

PERRY
| couldn't see their faces. They
were wearing masks.

BRUCE
Have you told anyone?

PERRY
Why? The cops aren't gonna do
anything. They'll probably want to
get a few hits in thensel ves

BRUCE
So you're gonna just stay in this
roomin the dark and hide fromthe
world for the rest of your life.

PERRY
(i ncreasing in anger)
VWhat does it matter?!

BRUCE
It matters 'cause you were supposed
to help nme and | was counting on you
and you |l et nme down.

Perry turns away fromhimfacing the wall. This provokes
Bruce to yank the covers off of him

BRUCE ( CONT' D)
Al right, get up

PERRY
What's your problenf

BRUCE
You're nmy problemand |I'm not gonna
et you ruin nmy inspiration. 'Cause

at ny age inspirations are few and
far between.

He picks up a pair of pants off a chair and throws them at
Perry.

BRUCE ( CONT' D)
A deal's a deal. [I'Il neet you
downstairs in five m nutes.

Bruce exits abruptly and Perry sighs in exasperation and
begrudgi ngly starts to get dressed.
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EXT. N GGERATTI MANOR( PRESENT) -- EVEN NG
Perry and Bruce approach the house and see a sign which reads

"Property of New York City-Do Not Enter". A piece of wood
bl ocks the door.

PERRY
(gesturing towards
t he door)
It 1ooks |ike sonmeone got here before
we did.
BRUCE

Vell that's never stopped ne before.

Bruce begins to physically renove the board, pulling with
all his strength. Perry goes over and hel ps.

BRUCE ( CONT' D)
|"ve got nore rights to this building
than any fucking city officials.

Wth one hard pull from Bruce the wood board gives. Perry
renoves the sign and pushes the door open.

| NT. NI GGERATTI MANOR( PRESENT) -- EVEN NG

Rats are visible and the floors creak as they walk slowy,
getting used to the darkness and the dust. Perry |ooks
towards the corner.

PERRY
VWhat's this door over here?

BRUCE
That's Langston's ol d room

PERRY
You know |'ve had two teachers refer
to Langston in the past nonth.
Weren't you jealous? Didn't you
ever want what he had?

BRUCE
Never .

PERRY
Bul | shit.

BRUCE

No, it's not. You have no idea what
kind of sacrifices it takes to becone
a spokesperson for the entire Bl ack
race.

PERRY
What do you nean?
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BRUCE
Not hi ng. Forget it.

Perry won't |et himoff the hook.

PERRY
No, tell ne.

BRUCE

Look, you may be al ot of things but

you're not stupid. Figure it out.
Perry turns and noves slowy towards the door in the corner.
TI MECUT:
| NT. NI GGERATTI MANOR- LANGSTON' S ROOM 1926) -- NI GHT
Langston is standing at his desk nmadly rustling through two
stacks of papers. He turns around as Young Bruce enters the
room and cl oses the door.

YOUNG BRUCE
What' s goi ng on?

LANGSTON
Have you read Wally's manuscript?
YOUNG BRUCE
Yes.
LANGSTON
And did anything sound famliar to
you?

Young Bruce avoi ds eye contact, sensing an argunent brew ng.

LANGSTON ( CONT' D)
He's taken two entire chapters from
you and he's sending it out.

YOUNG BRUCE
So what's your point?

LANGSTON
How can you be taking this so lightly?

YOUNG BRUCE
We both decided that all of us living
together in this house is what we're
interested in witing about.

LANGSTON
So that gives Wally the right to
take credit for your work and get
paid for it?



YOUNG BRUCE
Maybe sonme of us don't do it for the
credit! This isn't school. There's

no teacher to inpress.

LANGSTON
You're full of shit and you know it.
If we can't trust each other then
who can we trust.

Young Bruce stares at him bl ankly.

Young Bruce opens Wally's manuscri pt and begi ns readi ng.
Langston noves to the closet,

packi ng.

LANGSTON ( CONT' D)

No one. Exactly. It neans the people

that you think are your brothers and
sisters will stab you in the back in
the blink of an eye if it serves
their purpose. And then Dubois and
Locke have won. We've becone the
vermn that they think we are.

VWl ly's crossed the |ine.

YOUNG BRUCE
There is no line. W're his famly
and he's crying out for help. It's
all in the manuscript for Chrissake.

You're the one that needs to open
your eyes.

YOUNG BRUCE ( CONT' D)

(reading fromthe

manuscri pt)
"As much as he wanted to be a great
novel i st, he knew deep down that he
could only ever be a nediocre
journalist. H's witing forever
encunbered by obsessive rendering of
actual occurrences. Never being
able to let his imagination run wld
and soar to the heights he w shed
were possible... Al of the younger
witers of our generation were mred
in decadence. We were a curiosity
even to ourselves."

LANGSTON
(packing furiously)
Shut up!
YOUNG BRUCE

Paul 's suicide at the end. This
character's supposed to be ne. But
it"s not nmeit's him

gets a suitcase and starts

108.
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LANGSTON
Look, I'ma real witer and I'mtrying
to build a career. | don't want to

have to worry about ny friends
stealing from ne.

Young Bruce stares at himsilently. The differences between
them were never as clear as they are now.

LANGSTON ( CONT' D)

When we started this we wanted to
say sonething inportant. What
happened to that? Were is this
goi ng?

(pause as he thinks

about earlier tines)
W wanted to nmake it.

YOUNG BRUCE
No, you wanted to nake it. That
wasn't on anybody el se's agenda.

LANGSTON
(raising his hand in
resi gnation)
"' m | eavi ng.

Langston gets his suitcase and coat and heads for the door.

YOUNG BRUCE
That's it. Run away |ike you al ways
do. That'll fix it.

The door slans on Langston's exit. Young Bruce flips to the
| ast few pages of Wally's manuscript. As he reads the canera
pans out the wi ndow. Young Bl ack children are playing in

the street as Langston crosses.

DI SSCLVE TQO
I NT. NI GGERATTI MANOR BATHROOM 1926) -- NI GHT

Wally has on a silk, crinson robe and is carefully placing
t he pages of his manuscript so that they cover the floor.
He | ooks thin and weak, |ike a ghost of his forner self.

He finishes with the | ast of the pages and turns on the
bat ht ub faucet.

He picks up a straight razor, renoves his robe and clinbs
into the water. He closes his eyes and slashes his wi st
with one violent thrust. The blood colors the water as his
body slowy becones linp and subnerged in the fluid.

The water overflows onto the floor as the ink of the
manuscri pt pages becones nurky and i ndeci pherabl e.
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BRUCE (O S.)
And sure enough his prophecy cane
true. Instead of slashing his wi st

he slowy drank hinself to death.
Grand, imedi ate gestures like the
sl ashing of wists could only be
done in Wally's fiction. But in two
years he was dead at 34. The first
of us to go.

| NT. NI GGERATTI MANOR( PRESENT) -- N GHT

BRUCE
He used to say only a true Negro
knows what it's like to be treated
like a nigger. And he definitely
knew what that felt like. W al
di d.

PERRY
(after a pause)
So where'd Langston go? And Zora
and Aaron and the rest. D d you

still see thent?
BRUCE
Slowy we all noved out. | stil

saw them but after that day it wasn't
the sane. W weren't famly.

(pause)
Ti mes changed. The Depression set
in and people really thought our
excesses was what brought it on.

PERRY
Why ?

BRUCE

Well the idea was that we weren't
out bei ng good productive workers
because we were too busy giving into
our base desires. And Bl acks and
queers becane the vices that needed
to get cleaned up to get the country
back on its feet. And white people
ran back downt own al nost as quickly
as they'd conme up. It never really
was the same. That sense of risk
and nagi ¢ was gone.

(pause)
In some ways Langston was right.
Sonet hi ng got | ost.
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PERRY
(picking up a paint
brush)
Wel | maybe you can get a little of
it back tonight.

Perry gestures towards the paints and the easel.
| NT. NI GGERATTI MANCR( PRESENT) -- NI GHT

Perry is nude and fiddling with his fingers nervously as he
tentatively approaches Bruce.

Bruce is positioned behind a canvas as he gazes at Perry's
face intently.

PERRY
So how do you want ne?

BRUCE
(playful and smling)
|'ve been waiting to hear you say
t hat .

PERRY
Come on. No funny business, now.

BRUCE
Alright. Go over by the firepl ace.
On that chair to the right.

Perry sits | ooking regal as the noonlight and the shadows of
the trees formabstract patterns on his skin.

A series of dissolves shows the canvas going fromthe first
touch of paint to the conpleted portrait of Perry and then
back to white.

Perry is now behind the canvas. Bruce sits on the floor
next to the fireplace.

BRUCE ( CONT' D)
|'"d prefer to stay clothed for this
one. No one needs to see this sagging
fl esh captured for eternity.

Perry laughs and contenpl ates the canvas and then Bruce a
few tinmes before starting to dash off his first strokes.

I NT. NI GGERATTI MANOR LI VI NG ROOM PRESENT) -- NI GHT

The two paintings are on either side of the fireplace. The
first one on the left is of Perry and the second on the right
is of Bruce, smling and exuberant. Dolly in to Bruce's
face in the painting.

DI SSCLVE TQO



112.
I NT. NI GGERATI MANOR LI VI NG ROOM PRESENT) -- N GHT

Perry opens his eyes slowy and watches Bruce sl eeping
peacefully. He kisses himon the forehead and grabs his
hand.

He notices Bruce's body is abnormally cold and begi ns
pani cki ng. He touches his face and neck. Perry begins
shaki ng himhis novenents racked with fear.

PERRY
(violently shaking
and touching him
Bruce! Oh ny god. Bruce, wake up

He turns around and runs out the door and into the street.
EXT. N GGERATTI MANOR -- N GHT

Bruce is strapped to a gurney and Perry follows as the
paranedi cs fling open the back doors of the anbul ance and
hoi st Bruce in. Perry attenpts to enter the anbul ance.

PARAMEDI C
(stopping him
Only imrediate famly in the
anmbul ance.

PERRY
(angry and crying,
forcing his way in)
| aminmediate fam |y god danm t!

EXT. NYC STREETS -- N GHT

The anmbul ance swerves wildly through various streets. W

see traffic clearing way fromthe POV of the anbul ance driver.
The anmbul ance is seen from above as it snakes its way through
the streets.

| NT. AMBULANCE -- NI GHT

Perry is holding Bruce's hand. A surreal, aural |andscape
builds with a heart nonitor, children's voices repeating
nursery rhymes and sni ppets of conversations fromthroughout
the film

The sounds becone nore di ssonant and haunting as the traffic
transforns into hallucinatory streaks becom ng nore jagged
and st robed.

The sound becones deafening and then silent as the inmage
di ssolves to white.
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| NT. HOSPI TAL -- DAY

There is absolute silence as Perry sits |looking at the enpty,
perfectly nmade bed. A NURSE enters.

NURSE
Excuse ne M. Wllians it seens as
if you're his only relation and we
need to know what kind of arrangenents
you want to nake

PERRY
What do you nean?

NURSE
For the body.

Perry closes his eyes in disbelief.

PERRY
| haven't thought about that.

NURSE
(sensi ng her
i nappropriate tim ng)
You don't need to decide right now.

She sl oWy backs out of the roomand Perry stares at the bed
t hi nki ng of Bruce.

| NT. SUBWAY -- NI GHT

Perry sits on the train as the nighttinme cityscape passes
behind him He reaches into his pocket taking out a note
with his nane on it and a key.

| NT. NI GGERATTI MANOR( PRESENT) -- N GHT

Perry ascends the dilapidated staircase. In the mddle of
the hall there's a snmall door |eading to another snal
staircase. At the top of the stairs, Perry opens a door to
a dusty attic with brilliant shafts of light fornmed by the
nmoonl i ght com ng through the w ndows.

He approaches a trunk and opens it. He picks up a pile of
phot ographs which are stills from other previous scenes within
t he house throughout the film

There's one of d adys Bentley performng in top hat and tuxedo
and anot her of Bruce, Wally, Langston and Zora on the couch
raising their drinks towards the camera.

Perry dusts off an old canvas to reveal a painting of an
abstract, androgynous figure in a confident and sexualized
pose.
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Deeper in the trunk Perry finds | ayered, superinposed nude
stills of Young Bruce and the other stylized photos of Wally
and Haral d taken by Carl Van Vechten. He finds a manuscri pt
entitled "Gentleman Jigger"” by Bruce Nugent.

A cl ose-up of Perry's hands perusing the manuscri pt dissol ves
i nto:

I NT. UNI VERSI TY OFFI CE -- DAY

| sai ah | ooks over on his desk and picks up Perry's final
paper. The title reads "Richard Bruce Nugent and The Rebel
Spirit of the Harl em Renai ssance".

| NT. BOCK STORE -- DAY

Bl ack mal e hands pick up a book froma stack. There's a

pi cture of Young Bruce and the title is the same as Perry's
paper. Belowthe title we read "A Selection of Witing -
Edited by |Isaiah Reed - Introduction by Perry WIlians".

As the YOUNG BLACK MAN opens the book we notice a slight
resenblance to Wally. He |ooks at the sanme androgynous
pai nting that Perry encountered in the previous scene. He
flips to the introduction and begi ns readi ng.

PERRY (V.Q.)
| first met Bruce Nugent on the street
doi ng what he does best, making magic
out of words and rhythm Al though
only spent a short anount of tine
with him his ability to use words
to transport nme to different realities
woul d forever alter ny perception of
t he worl d.

EXT. BEACH -- DAY
Perry wal ks on the sand towards the water.

PERRY (V. Q)
Through him1l |earned the conplexity
of what was inside ne was al so outside
if I was willing to | ook deeper.

Perry renoves ashes froma gold container and rel eases them
into the air. They drift in the wind, dissipating in the
m st above the water.

PERRY (V. O.) (CONT' D)
He taught nme how to weave spells and
conjure nyths, the power of which
woul d not be denied. Wth words and
images | could convey the truth of
nmy experience, putting it down and
passing it on.
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Perry turns away fromthe water and wal ks slowy passed the
canera which holds on the waves of the ocean.

Title over Black : "I loved ny friend. He went away from
me. There is nothing nore to say. This poemends as softly
as it began. | loved ny friend."("Poent - Langston Hughes)

Title over Black : "Dedicated to the artistry, |egacy and
spirit of Richard Bruce Nugent."

Fade To Bl ack
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