Long Monday – The Fragment Through Film

Fragmentary writing’s appeal lies in versatility, unpredictability, and provocation: “one can never be sure of what exactly constitutes a fragment… [it] is hostile to meaning and resists understanding” (Elias, 2004, p. 2 - 3). That appeal led me to the following screenplay. Elias continued, referencing the use of repetition and resolution, “writing expresses an attempt at finding a language which [can] accommodate the fragment and at the same time be appropriate [for it]” (p. 118). My language is film. I believe the fragment, while primarily a literary identity, can be married with screenwriting and subsequently, cinematic language. To accomplish this, I laid my focus upon various formal elements that can contribute to a variety of fragmented signifiers, such as flashbacks, distinct framing, back-and-forth character dynamics, and varied cinematic styles. I opted for the use of repetition regarding how the scenes are visually composed in the reader’s mind to further emphasise Long Monday’s (LM) fragmentary nature. Beyond that, the interspersing of critical analyses within the screenplay contributes to its fragmentation outside of the diegesis.
	Formal repetition mirrors the protagonist’s life. It is intruded upon, albeit in different fashions. The screenplay presents this by attempting to engage with ‘mosaic’ and ‘bricolage’ interpretations of the fragment: playing with flashbacks, nonlinearity and “heterogeneous materials” (2019, p. 11), which provide a diversity amongst those interpretations. This was primarily achieved through shot types, dramaturgical elements and scene compositions.
	Furthermore, freedom of definition afforded to me was important. It gave me the confidence that this fusion might work, “since fragmentary writing is not a widely established category, the list of its distinctive features has not been authoritatively codified” (Guignery and Drąg, 2019, p. 12). It’s a malleable form of literature, therefore a malleable form of writing which in theory can be moulded further into another form.
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Montage elements (pages 4 & 5) are pivotal to the fragment here, as is the disparity between the presentation of the past and present. Tension is not limited or confined to the script, it extends to Alejandra’s home, personal, work and social lives.
LM works as both a short and a segment. Moseley underlines this feature, citing Gioia’s comparison of older and contemporary works, “[fragmentation was relied on] as a means of disjunction and dissolution… the new novel is holistic and coalescent” (p. 8). I wrote my characters so the reader could imagine them in an extended piece and beyond (done through cultural signifiers or specific dialect choices, e.g. pages 1 & 4). Focusing on ‘bricolage’ works, he emphasised the importance of “very disparate materials” (p. 11), with examples ranging from newspaper clippings, Indian sex manuals and sheet music. While I was unable to accumulate such provocative materials, I thought it appropriate to channel these fragmented features through vastly differing stylistic scene compositions - the natural lighting and faux-documentary nature of the present interview scenes contrast intensely with the consulate interview, with its burning high-key lighting and high intensity editing. Additionally, the chiaroscuro-style flashback on page 9 between Ale and her partner, or the warm, dreamlike depiction of the past on pages 5 & 6. Then through different shot types and camera manoeuvres/movements, along with the various narrative/set directions (voiceovers, blocking), comes a very starkly arranged set of stylistic juxtapositions, developing its fragmentary identity.
	Structural fragment serves emotional fragment. The writing expects to sacrifice “irony and playfulness” for more serious subject matters by “[incorporating] “‘raw’ material, seemingly unprocessed, unfiltered, uncensored” and [obliterating] the distinction between fiction and non-fiction by frequently absorbing auto­biography and criticism” (p. 17).
	I didn’t want to sacrifice the dark playfulness emblematic of Irish culture, so I kept awkward jokes regarding conflict and poorly timed laughs in the dialogue (page 6). I also sought to blur the fiction/reality line through documentary elements, while fictionalising experiences I had/could draw from. As well as personal inspiration, I studied an array of films, such as Neil Jordan’s Angel (1982) or Melina León's Canción sin Nombre (2019).
[image: A white text with black text

Description automatically generated][image: A paper with text on it

Description automatically generated]
[image: A black and white text

Description automatically generated]
[image: A white paper with black text

Description automatically generated]
[image: A white text with black text

Description automatically generated]
Moyer on ‘nonfiction film fragments’: the importance of capturing them and understanding them in isolation and as a whole. “The film fragment frustratingly makes us aware of the larger life/world of which it is a remnant - the lived life of which the face is a glimpse” (2007).
The majority of the emotional fragment lies there, the dichotomy between a Peru with no promise, and a disappointing and socio-politically fraught Ireland. Alejandra is owner to geographical fragmentation, emotional fragmentation with her loss of identity and her failed relationship, as well as being the subject of a structurally fragmented script. Studying Chinese-Indonesian independent filmmaker Edwin, writer Teo Miaw Lee discussed the ‘accented filmmaker’, which defines “exilic, diasporic and post-colonial filmmaking”. Quoting Iranian American theorist Hamid Naficy, he presents production practices that create a ““structure of feeling”, speaking not only to hybrid identity and a sense of in-betweenness, but also encoding cinematic practices in terms of the particular socio-political context” (p. 3115). While LM does not exist for production purposes, it was written as if it did. Its hybrid identity lives in not only its multitude of stylistic identities, but also its role within this critical reflection.
	Miaw Lee continues, “[accented production] encourages the development of an accented and de-territorialised style, driven by its own limitations… by smallness, imperfection, amateurishness, and lack of cinematic gloss… also characterised by textual richness and narrative inventiveness” (p. 3117). It speaks to Guignery and Drąg’s descriptions of lack of wholeness/completion. LM isn’t only small, limited and built upon technical imperfections, but also centres imperfect individuals. Then, considering the narrative structure that is played with, there’s a clear relationship, or potential for a relationship, between fragmented writing and cinema through the accented filmmaker.
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ALEJANDRA
(Voiceover)
No, just my mum back home.

INTERVIEWER
(Voiceover)
What was she like?

There is an exchange between the three, but we don't hear
what is said. Camila appears considerate, Luis intense and
antagonistic.

ALEJANDRA
(Voiceover)
I never thought about it then but she
did everything for me, then I
abandoned her. I saw her only a few
times in the years after I left and
then she died. I was not there.

CU OF CAMILA

ALEJANDRA
(Voiceover)
She wanted me to be happy.

The room goes quiet again, the shots had cut frantically
between the three of them during their exchange, but it halts
with Camila, then comes a breath.

FADE TO FLASHBACK

EXT. DAY - FRONT OF HOUSE/BUSY STREET
MS ZOOM IN
Camila and Ale are eating, the bustling Peruvian street
embraces the rippling light, the houses teem with flora,
children are playing one-touch football in the background.
Though the viewer gets the sense through the buildings and
quality of the roads that these families live in poor
conditions.
INT. NIGHT - ALEJANDRA'S FAMILY HOME

QUICK MONTAGE FOR THE NEWS FOOTAGE
Ale stares at her mum as she watches the news. Images of

unrest due to Peru's turbulent political landscape fill the
TV screen, then the frame, quickly juxtaposed together.
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Cut back, the screen only fills a small portion of the shot.
The focus is on Camila.

SPLIT DIOPTER SHOT

The two share the frame, Ale looks longingly at her mum,
Camila looks back warmly.

INT. NIGHT - ALEJANDRA'S LIVING ROOM
LONG SHOT ZOOM-IN

ALEJANDRA
That's what she was like. She knew I
wanted to go, I wanted more than what
was there.

INTERVIEWER
(Lightly chuckling, slight exhale)
But it wasn't much different here was
it?

ALEJANDRA
No, it was probably worse.
(Replicates chuckle)
It is shit here.
(Interviewer laughs)
Always cold and people don't like me,
and it's so scary.

INTERVIEWER
Why don't they like you?

ALEJANDRA
You can probably guess, they are not
fair. I can never get a job which I am
qualified for. I have just ended up
working in shops and things.

CU

INTERVIEWER
What did you think about Ireland?

ALEJANDRA
I thought it would be nicer, the way
people talk about it is so... lovely.

I don't know where they were talking
about but it is not here.
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INTERVIEWER
It's grim, isn't it?

ALEJANDRA
Yes, all I hear is bomb this and that,
or I see people abused, I did not come
for this.

INT. NIGHT - INTENSELY LIT OFFICE
MSs

CONSULATE ADVISOR
How have ya' found livin' here?

ALEJANDRA
Um... good.
(She's lying)

ADVISOR
And whereabouts are ya'?

ALEJANDRA
I'm on the Circular Road.

ADVISOR
Ah, unlucky.

Ale presents a dismayed look. No one here fills her with
confidence.

ADVISOR
And how about work... got somethin'?
ALEJANDRA
Um, well, I was hoping to become a
teach-
ADVISOR

(Interrupts)
A teacher?! Here?! Nice one, love.

Ale returns a blank expression.
CuU

ALEJANDRA
But I got my degree in teaching.

ADVISOR
Aye well there'll be no teachin' jobs,
way things are.
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ALEJANDRA
Why?

ADVISOR
(Assuredly)
There'll just be none for ya'.
Awkward pause ensues.
ADVISOR
Just best not to get yer' hopes up.

Now what about yer' partner?

Ale thought to herself best not to discuss that but she
obviously had to now.

ALEJANDRA
SLIGHTLY CANTED
Things are fine, yes.
INT. NIGHT - ALEJANDRA'S LIVING ROOM
MS
INTERVIEWER
So there were problems in the
relationship?
ALEJANDRA
Yes, it was a mistake to move for him.
He's been a good dad but I know it was

wrong.

INTERVIEWER
Why did you follow through then?

ALEJANDRA
I was excited, the thought of leaving
Lima... although I was scared in case

he was bad to me, like my stepdad was
with mi mama.

INTERVIEWER
And was he?

ALEJANDRA
We were difficult. It didn't work. We
wanted each other for a while, then it
stopped. He wasn't rough, just cruel.
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FADE TO FOLLOWING SHOT

INT. NIGHT - AMBIGUOUS SETTING

It is pitch black aside from a light illuminating Ale's face,
she looks at a figure ahead, he looks back, his body language
is that of shame. She looks disappointed. Match cut on her
reaction.

INT. NIGHT - ALEJANDRA'S LIVING ROOM
CU LOW ANGLE

INTERVIEWER
How'd it end?

ALEJANDRA
Like it was nothing. I could tell
where it was headed, but it wasn't for
some time that we gave up. I didn't
have anyone else anyway.

Picture of her and her kids sits in the background.

INTERVIEWER
And how did the interview conclude?

INT. NIGHT - INTENSELY LIT OFFICE
MSs

The shots increase in speed as the discussion crescendos.
Shots diversified to show the shifts in power dynamic.

ALEJANDRA
(Voiceover)
It was just bureaucratic stuff for a
while, but he eventually returned to
his awful questions.

CU, FACE ON

ADVISOR
Where do ya' think your kids will end
up?
MS
ALEJANDRA

What?
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CU, SLIGHTLY CLOSER THAN BEFORE

ADVISOR
A good school, or...?

CU

ALEJANDRA
I mean I hope so, but I can't know if-

CU, CLOSER AGAIN
ADVISOR
(Interrupts)
Well if they don't make somethin' of
themselves then why even come here?

CU

ALEJANDRA
I don't know how that's rel-

ECU
ADVISOR
(Interrupts again)
Why bother? That's all.
CuU
ALEJANDRA
I don't think that's anything to do
with this.
LOW ANGLE MS, SIDE-ON

ADVISOR
I'm the one in charge, aren't I?

MSs

ALEJANDRA
Sure, but still-

CU

ADVISOR
So I should know the details, aye?

MSs
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ALEJANDRA

Okay but-
CuU
ADVISOR
I mean ya' don't have much money, so
it'll be tough.
CuU
ALEJANDRA
I don't think that's-
ECU
ADVISOR
Don't think what?
MS

ALEJANDRA
That's not your responsibility is it?

CU, FACE-ON

ADVISOR
I have to think of the people taking
up space here, don't I?

(The advisor is restrained
physically, tonally aggressive,
he wants a reaction, he is
relishing this)

CANTED

ALEJANDRA
(Climax to verbal sparring session)

I just don't think it's necessary to
ask this. If things go wrong then they
go wrong, that is not what this is
about. Why even bring this up?!

Extensive pause, the camera sits between them, the battle has
reached tipping point. The advisor appears smug with his
performance, Ale shrinks. The camera remains sat with her.




image12.png
INTERVIEWER
(Voiceover)
So that was it? Did he think you'd had
enough (light laugh)?

ALEJANDRA
(Voiceover, quietly)
We talked a little more but just about
application stuff. I couldn't think
straight anyway but I guess it was
enough.

INT. NIGHT - ALEJANDRA'S LIVING ROOM

MS
INTERVIEWER
What were you feeling in that moment?
(Pause)
SLOW ZOOM IN
ALEJANDRA

I kept looking at his face and down at
his badge, then his face again. I was
hoping he had liked me.

The camera sits once more, taking in the glances they
exchange. Alejandra attempts to hide her regret, she is
unsuccessful.

FADE TO BLACK

End.
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EXT. NIGHT - STRETCH OF BACK-ROAD
EXTREME WIDE SHOT - BIRD'S EYE - CANTED/TRACKED
FADE IN ON FLASHBACK

The rain is light but noticeable on screen, a car journeys
across the country roads of the Northern Irish landscape,
Belfast is visible over the horizon line. The year is 1999.

INT. NIGHT - INSIDE CAR
EXTREME CLOSE UP

Alejandra (Ale) is a young mother with a meeting to attend.
This film begins as she partially narrates and partially
answers an interview conducting a report on the experiences
of immigrants and migrants in N.I./Ireland. She's well
educated, but speaks in slightly broken English or overly-
wordy sentences.

ALEJANDRA

(Voiceover)
I was going to my appointment, the
typical weather wasn't helping me, but
it was okay. I knew how things would
go. Actually, I had to keep reminding
myself to stay left of the road
(chuckles awkwardly), I'd only
recently learnt to drive.

Ale's eyes are locked in position, stress but focus in them.
They reflect the rain smattering against the windshield.

FADE TO PRESENT
INT. NIGHT - ALEJANDRA'S LIVING ROOM
CLOSE UP

The apartment is filled with history; photos, cards, and
traditional Peruvian features, such as used teabags piled up
in a random spot in the room, or Cantutas glistening by the
windows. The room itself is aged, unmaintained by its owner.
Ale does what she can.

ALEJANDRA
I made the choice for mis hijos, I
wanted the best for them and that was
not back home. Yet, each day since has
only made me feel my regret and my
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shame more.

INTERVIEWER
You do still feel it was the right
decision though?

MS
ALEJANDRA
No, I'm not sure, I wasn't sure then
also.
CUT TO PAST

INT. GARAGE - NIGHT
MID SHOT
MS from behind. Ale stops at a garage. She places two items
in front of the cashier, siphoning through change in her
pockets. She is dressed smartly, though her outfit appears to
restrict her movement and comfort, which only further
exacerbates her stress.

CU

We see change in her hand, she struggles to find the right
amount. Following exchange in MS, CU and OTS.

CASHIER
Yer 70 aff.

ALEJANDRA
Huh?

CASHIER

(Unenthusiastically) You're 70p short.
ALEJANDRA

(Stuttering) Oh, uh okay. (Pause)

Sesenta, setenta. Yes, here.
She leaves the garage awkwardly.
INT. NIGHT - INSIDE CAR
CuU
Ale mutters to herself frustratedly. The car can be heard

speeding up as the rain hits. Music plays, she attempts to
calm herself. The sequence switches between her strained
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breaths, her impatient hands, her heavy eyes.
MATCH CUT TO PRESENT

INT. NIGHT - ALEJANDRA'S LIVING ROOM

CuU
INTERVIEWER
Did you realise how significant this
day was?
CANTED
ALEJANDRA

Yes, but I had already tried once
before. They rejected me, they tried
to warn me.

INTERVIEWER
How so?

SLOW ZOOM IN

ALEJANDRA
They didn't think it was good to move
for someone else, I suppose...

Lingers on Ale's regret.

CONSULATE ADVISOR
(Voiceover)
Now then, how much money've you built
up?

INT. NIGHT - INTENSELY LIT OFFICE
MS - NOTICEABLY HIGH-KEY LIGHTING

Ale is meeting with the man who will grant her residency, he
has a thick Lurgan accent. She has spent much time becoming
accustomed to life in Northern Ireland. The room is
overwhelmingly bright. There is a blend of post-its, freshly
printed documents and torn furniture atop a floor spotted
with white, brown and grey. It's reminiscent of that of a
primary school. She lowers herself on to the blue plastic
seat.
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ALEJANDRA
(She looks down at the floor, eye-
line match)
Just under a thousand, or so.

LOW ANGLE ADVISOR CU
He lifts his head.

ADVISOR
That all?

ALEJANDRA
(Speaking but shot remains on
advisor)
Yes, just that.

Advisor looks with judgement and returns to his form.
SIDE ANGLE CU OF ALE

She examines him, relaying her concern and uncertainty. She
had been there long.

ADVISOR
Do ya know how yer gonna manage here
with such little money?

ALEJANDRA
(She stares back unconvincingly)
Yes, I'll make it work.

EXT. DAY - ALEJANDRA'S FAMILY HOME

INTERVIEWER
(Voiceover)
Do you have family here?

RISING PAN BEHIND ALEJANDRA

Reveal her mum and stepdad looking back at her, the divide is
clear, between both her and them and between them as a
couple. Camila is tender and loves her daughter dearly, Luis
is cruel. The room is decorated in Peruvian iconography,
family photos and trinkets littering Camila's side. There is
Catholic iconography in places, more towards Luis. Religious
signifiers are notably absent from Ale's home in the present.
Her degrees and qualifications fill out the empty space.




