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Abstract 

 This paper thoroughly examines the production of the thesis film, The Toaster That 

Toasted The Golden Toast.  Each area of the film’s production is carefully dissected, including 

the writing, production design, cinematography, editing, sound, technology, workflow, and 

direction.  Each of these areas contains a myriad of decisions that were made in effort to fulfill 

the overall vision of the movie as being a genuinely funny action film produced with a high 

production value, and these decisions are discussed at length.  Documented feedback from test 

audiences is also reviewed in an attempt to objectively critique the final film. 
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Chapter 1 

Introduction 

 Film is routinely seen as a type of language.  However, I believe that film is not just one 

singular language, but instead divided into many various tongues.  Each genre category of film, 

including horror, comedy, science fiction, western, war, and so on, has its own set of rules and 

guidelines that are typically adhered to.  In effect, each genre speaks its own unique language 

within the world of film.  As a filmmaker, I believe it is important to have the ability to 

communicate across this multilingual cinematic universe.  I chose to produce a comedic film 

with lots of action for my thesis film because every other film I have made previously has very 

little to do with either action or comedy.  In an attempt to become cinematically multilingual, I 

tackled a genre that I had never attempted before in the hopes that it would make me better 

versed in the action comedy lexicon, and even more importantly, an overall stronger filmmaker.  

This paper illustrates what specific decisions I made during the production of my thesis film The 

Toaster That Toasted The Golden Toast that helped contribute to the film’s high production 

value as well as the comedic elements that make it funny and fun to watch.  But first off, I will 

provide some background on my early film work. 

During the earlier parts of my student career, my work mostly illustrates the darker side 

of humanity through films best categorized as futuristic dystopias.  For example, my first film 

Neverthought (2001) tells the story of an old widower who uses a virtual reality helmet to bring 

his wife back from the dead, only to discover that the flickering image of his deceased partner is 

just an illusion.  In the end he begrudgingly accepts that his wife is gone forever.   

Another of my early films, Chthonia (2004), depicts the future world of 2050 as a 

chaotic, crime-infested slum.  The story takes place in a huge underground prison and follows a 
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small gang of prisoners who try to find a way out of their confinements.  Between killing each 

other and monsters who devour them, none of the main characters make it out alive.  Again, not 

a happy ending. 

After I made the above films, as well as several others with similarly pessimistic tones, I 

longed to create a film that would break the mold I had set for myself.  I wanted to produce 

something with lots of energy, humor, and memorability.  In other words, I wanted to make 

something completely different.   

Before I began writing the screenplay for The Toaster That Toasted The Golden Toast, I 

brainstormed for over a month trying to come up with a story idea.  I knew from the start that I 

wanted to make a funny film with lots of action, but coming up with the initial narrative concept 

was one of the more difficult parts of the filmmaking process.  Once I decided on using a 

magical toaster that turns bread into gold as the central story element, I then had to construct 

characters who could exist in a world where magical toasters are possible.  Eventually I came up 

with five narrative acts broken up as follows: 1) the toaster is found, 2) the discovery of the 

toaster’s magical abilities, 3) the toaster’s magic is put to use, 4) the struggle to maintain 

possession of the toaster, and 5) the epilogue.   

After I had written the first draft of the screenplay, I knew that the success of the film’s 

humor would rely heavily – if not entirely – on the abilities of my actors and my ability to direct 

them.  The action of the film, in particular the physical stunts required by the chase and fight 

scenes, would also depend primarily on my actors.  Although I had some specific people already 

in mind for a few of the parts, my organizing of a casting call helped to fill the remaining parts. 

My approach to the production design of this film was to illustrate the disparity between 

the humdrum lives of the protagonists and the absurd ridiculousness of anything related to the 
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magical toaster.  I felt that creating this contrast would help heighten the impact that the toaster 

appears to have on the protagonists’ lives, and therefore seem even more ridiculous and funny to 

the audience.  To achieve these goals, I first sought to find appropriate locations for each scene 

in the script, and then to decorate them with the appropriate props.  The large number of unique 

locations used in the film also helps increase its production value, helping the movie not seem 

like just another low-budget student film all shot on a single location. 

 In many ways, the production design and the cinematography go hand-in-hand.  For 

example, the protagonists’ apartment is lit softly and flatly to compliment the drabness of the 

production design.  However, there is more to cinematography than just the lighting.  Specific 

camera angles are employed to augment the humor and action of certain key moments in the 

film.  On the comedy side, for instance, I filmed wide shots of the most ridiculous situations in 

the film in the hopes of making them appear even funnier.  In preparation for the editing phase of 

production, I knew I would need plenty of angles to cut from when cutting together the action of 

the chase and fight scenes.  Therefore, my shooting of these scenes had to take into account all 

the shots required to make the final edited sequences work as I imagined.   

 By choosing to shoot so many shots during production, the style of my editing was 

directly influenced by these earlier choices.  Having so many shots to work with meant that the 

editing style could afford to be fast-paced, especially during the chase and fight scenes.   But 

even though editing is its own part of the filmmaking process, the same goal for my thesis still 

applies – to create a genuinely funny and well-made movie.   

 The sound design of my thesis film relies heavily on the use of ADR and foley sound 

effects.  This is not only because much of the on-set audio contains a noise floor that is too high 
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to be usable, but also because the selective addition of certain sound effects aids the film in its 

humor, such as adding a metallic clanging sound when a golden bagel falls onto the ground. 

 For a scene to be funny, the audience must be able to focus their attention on the joke 

rather than be distracted by any technical shortcomings arising from poor production quality.  In 

order to maximize the overall quality of my film, and therefore its comic potential, I chose to 

shoot my thesis in high definition using the Panasonic HVX200 video camera.  I chose this 

format over standard definition because it has a sharper, more professional image and is quickly 

becoming the industry standard in video production.  By choosing this route, however, my entire 

production workflow was heavily affected.  Computer software such as Final Draft, Movie 

Magic Scheduling, Avid, and Steinberg Nuendo also significantly affected certain areas of the 

production workflow. 

 The overall story concept originates from Aesop’s fable The Goose That Laid the Golden 

Eggs, except in my case I have replaced the goose with a toaster.  A more contemporary 

influence comes from the film Gremlins (Joe Dante, 1984), in which a man finds an exotic 

creature in a small Asian market and takes it without the owner’s permission.  The film Shaun of 

Dead (Edgar Wright, 2004) also inspired the creation of my two main characters, Tom and Buck. 

Since my goal was to produce a well-crafted funny film for my thesis, I have gone to the 

trouble to find out whether audiences actually find the film funny and fun to watch.  I have 

measured this in both subjective and objective ways.  Subjectively, I have shown my film to 

friends and nonfriends alike to see whether they laugh and appear to enjoy themselves while 

watching.  Objectively, I created comment forms and had a test audience who has no relationship 

to me or the film’s production to fill the forms out after watching the film.  In both cases, the 

results are very positive.  Of course, every viewer has their own personal set of critiques, but 
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such individually nuanced tastes cannot be avoided.  I will discuss specific excerpts from this 

candid feedback in order to analyze what areas of the film are more effective than others, and 

decide whether this feedback is actually useful. 

Finally, I will provide my concluding thoughts and observations about the production of 

my thesis film.  I will apply these findings to identify how I might have produced my thesis film 

differently if I had the chance to start over from the beginning.  Then I will attempt to show 

whether choosing to produce a film with humor and action has indeed made me a stronger 

filmmaker, which was my original intention for shooting something other than another dramatic 

film. 
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Chapter 2 

Writing 

Even though the well-known screenwriter Syd Field espouses the benefits of writing 

within a three-act structure, my screenplay can be more accurately portioned into five.  The five-

act structure is typically reserved for longer films, plays, and novels, but I feel the structure of 

my short film can be logically divided this way as well.   

The first two acts of my story involve both main characters, Tom and Buck, and how they 

find and discover the power of the magical toaster.  The three-act structure would combine these 

two acts together as a single first act, but it is important to differentiate the act of finding apart 

from the act of discovering.   

In the film’s first act, the three most important characters are all introduced immediately: 

Tom, Buck, and Sara the flea market clerk.  Through Tom and Buck’s dialogue, the audience 

learns that Tom’s girlfriend has left him and that the reason they are in the flea market is to 

purchase replacement appliances for the ones she took with her.  Buck is meanwhile shown as 

Tom’s buddy who absent-mindedly knocks into things while munching ever-hungrily on pork 

rinds.  In this way, the first act is less about the toaster than an introduction to who the two main 

characters are and their respective personalities.  Tom gives Sara his business card and offers her 

his website designing services, but little does he know that in so doing he gives her a method to 

track him down later.  The first act ends with the finding and “purchasing” of the toaster, but 

Tom and Buck still do not realize the powers it possesses.  Sara objects to the purchase of the 

toaster and dials a number into a nearby phone, which thereby sets into motion and foreshadows 

the complications that will interrupt Tom and Buck’s plans later on during the fourth act.   
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I say that there are two main characters, but Tom is the leader of the pair and therefore 

considered to have the leading role.  He is the leader because it is Tom who brings them to the 

flea store in the first place, Tom who purchases the bread to turn into gold, he is the one who 

carries the toaster during the chase scene, and he is the one who Sara addresses at the film’s 

climax when she takes the toaster back.  Buck, to his credit, is the one who actually finds the 

toaster in the flea store, but Tom is the character who is most often shown to be the true 

mastermind behind their actions. 

Because the two protagonists are friends and go everywhere together, this essentially 

makes The Toaster That Toasted The Golden Toast a buddy film.  This formula works well in 

action comedies such as Shaun of the Dead, Lethal Weapon (Richard Donner, 1987), and Men in 

Black (Barry Sonnenfeld, 1997) in each of which the two primary characters engage each other 

in verbal banter and physical interactions for comedic effect.  An example of verbal banter in my 

film is when Buck takes advantage of Tom’s having just been dumped by his girlfriend.  Buck 

calls the girlfriend a bitch, but quickly pretends to have really meant to call Tom’s pet dog a 

bitch.  This play on words not only provides the scene with a humorous joke, but also serves to 

provide simultaneous exposition of the characters’ recent past. 

The film’s second act begins once Tom and Buck arrive in Tom’s apartment with the 

items they just purchased from the flea market.  However, it is important that the discovery seem 

natural and unforced.  To do this, I wrote scenes that alternate between Tom and Buck as they try 

out each flea store item one at a time, as if methodically testing out the merchandise.  This way, 

their finding out the secret of the toaster seems like an unexpected yet inevitable accident, 

especially since it is the last appliance that they test.  To further heighten the comic buildup 

toward their discovery, I show how they do not at first realize what the toaster is doing to the 
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bread it toasts.  Just when Buck thinks he has it figured out, the story jumps to the next scene 

where Tom and Buck have their suspicions proven correct by a jeweler in a jewelry store.  Once 

the story reaches this plot point and there can no longer be any doubt about what the toaster can 

do, Tom and Buck are pushed into a new narrative direction.   

While writing these scenes, I tried to imagine what the logical order of events would be if 

someone really found a way to turn bread into gold using a toaster.  The first step would be to 

make absolutely certain that the toaster produces actual gold, which would involve seeking the 

opinion of a professional, such as a jeweler.  If such a professional verifies the gold’s 

authenticity, the next logical step would be to acquire large quantities of the resource of which 

the gold is made, in this case bread. 

The third act begins as Tom and Buck purchase a shopping cart full of bread inside a 

grocery store.  With the understanding that they have the power to generate infinite riches, the 

two buddies quickly produce a pile of gold in Tom’s apartment while fantasizing about what 

they plan to do with it all.  Because Tom’s character has been set up in earlier scenes as having 

just lost his girlfriend, he imagines that becoming rich will help win his girlfriend back.  Buck, 

on the other hand, is shown constantly snacking on junk food throughout the film, so of course 

he prefers to spend his freshly-toasted money on such edible imaginings as “mountains of 

chocolate” and “ice skiing through ice cream.”  The third act comes to an abrupt end when their 

plans are suddenly halted by a knocking at the door, which introduces Tom and Buck to their 

main obstacle. 

When Tom answers the door, he is greeted by two Asian martial artists: a Kung Fu 

Master and a Sumo Wrestler.  The script contains a part where the Kung Fu Master takes out the 

same business card that Tom gives Sara during the earlier flea store scene, and the Kung Fu 
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Master takes a close look at Tom’s portrait on the card to make certain he has the right person.  

The purpose of this in the script is to further clarify that the Kung Fu Master has indeed been 

sent by Sara, and that she has given him the card that was originally given to her by Tom.  

However, I later felt during editing that this shot is redundant since the Asian connection alone is 

all the audience needs to understand Sara’s relation with the martial artists, and that they are 

obviously hunting down Tom to retrieve the toaster.  In addition, Sara dials someone on the 

telephone after Tom and Buck leave the flea store, so the audience expects something to 

eventually come from her phone call.  The martial artists’ banging on Tom’s door is the result of 

Sara’s call; they have arrived to stop Tom and Buck from carrying out their plans any farther 

than they already have.  Tom attempts to evade the martial artists when he tells them they have 

the wrong person, but they are not duped so easily.  The Kung Fu Master kicks in the door and 

thus begins the fourth act where Tom and Buck struggle to keep the toaster. 

Although I admit this sounds rather superficial, I knew from the beginning that I wanted 

to make a film with a chase scene followed by a fight scene.  This is because my earlier film 

work shied away from having much action, and I desired to try my hand at this style that I had 

yet to seriously attempt.  I had never filmed a chase scene, and had only modestly attempted a 

fight scene in my early short film Waves of Fate (2003), so I was itching to give these two types 

of scenes a try.  Of course, a chase scene by its very nature has action, but I needed to figure out 

how to make it funny, too.  I imagined what could be the most ridiculous sight-gag during a 

chase scene, and eventually came up with the idea of a lumbering sumo wrestler chasing the 

protagonists, complete with an overweight belly, sumo belt, and incoherent screaming in 

Japanese (which eventually became Vietnamese, due to the ethnicity of the actors I was able to 

find).  While I wrote the script, I thought for sure this would be a comedic sight for the audience 
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to behold, and sure enough, test audiences have reported the sequence in the final film to be 

humorous and some even choose the Sumo Wrestler character as their favorite character of all.   

By throwing in a Kung Fu Master along with the Sumo Wrestler to form a pair of 

antagonists, I create a sort of doppelganger of the protagonists.  Where Tom is the taller, leaner 

half of his “team”, so is the Kung Fu Master.  And where Buck is the fatter, clumsier half, so is 

the Sumo Wrestler.  I chose to do this because I found it funny when a similar technique is 

employed in Shaun of the Dead, where the main characters cross paths with another group of 

survivors who look nearly identical to them, as if they are an inverted reflection.  This particular 

stylistic choice is not necessarily essential to my story, but provides a bit of amusement for those 

audience members who catch on to the dichotomy shared between the pairs of characters. 

My writing of the chase sequence relies heavily on what real-world locations I found 

through location scouting.  Early drafts of my screenplay lack much detail during this sequence.  

For example, “Tom and Buck run down a city street.  The Samurai and Sumo Wrestler aren’t far 

behind,” is extremely generic and vague.  After finding a unique-looking overpass structure with 

criss-crossing ramps within the city of New Orleans, I imagined how the characters would 

interact with these urban obstacles, and decided on using the location to illustrate the Kung Fu 

Master’s physical abilities.  In the final version of the script, the chase scene reads, “Tom and 

Buck run down a narrow ramp, but the Kung Fu Master tries to catch up with them by freefalling 

to the lower level rather than running the full distance.”  In this case, art quite literally imitates 

reality.  On the other hand, if my production had a budget of millions of dollars, perhaps I could 

have constructed specially-designed structures and buildings for my characters to chase through.  

With low budgets, however, comes compromise.  It is easy to write lots of action onto a page of 

paper, but the costs it takes to make it happen on set is a different story altogether. 
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Cost limitations affected the script during the fight scene as well.  After the Sumo 

Wrestler gets his hand stuck in the toaster and it subsequently turns into gold, my early intention 

was to have the Sumo Wrestler use his rock-hard extremity to punch holes in the walls around 

him.  My original treatment reads, “The Sumo Wrestler screams in fury and uses his metalisized 

hand as a battering ram.”  Although it sounds like fun in the script, I was forced to abandon this 

idea because the amount of time, energy, and resources required to make this happen would have 

sapped too much away from the rest of the film.     

In keeping with my desire to make a humorous action film, I used every chance I could 

get to show the characters acting ridiculous during the climactic fight scene.  First, Tom tells 

Buck he won’t leave him behind, but as soon as he sees the Kung Fu Master, he ironically 

ditches Buck in a heartbeat.  Buck then taunts the Kung Fu Master calling him, “Pippy 

Longstocking” just before the Kung Fu Master violently jabs Buck in the throat, but they both 

end up wrestling each other on the ground as if they are children.  The Sumo Wrestler gets his 

hand turned into gold, as already mentioned, and then clotheslines Buck.  And finally, Tom gets 

twirled in the air and thrown into a wall by the Kung Fu Master.  Each of these actions is silly in 

and of themselves, but when presented one after the other in rapid succession, the overall energy 

and absurdity of the sequence is compounded.  The fourth act ends when the toaster rolls to a 

stop at the feet of its rightful owner, Sara, who has apparently been following the whole time.   

With the toaster and all their gold taken away, Tom and Buck find themselves back 

where they started.  Unfortunately, this is not a sufficiently funny ending for a supposed comedy 

to have, so the fifth act serves to rectify this apparent shortcoming.  While Tom and Buck sit on a 

park bench bemoaning their losses, they make use of their pile of leftover bread to feed several 

geese wandering below their feet.  Just after Tom says, “What are we going to do with all this 
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bread?” a goose lays a golden egg directly in front of them.  Ending the film this way 

accomplishes three things.  First, it ends the film on a high note by showing a reversal of the 

main character’s fortunes.  Or to be more precise: they were initially poor, then rich, then back to 

being poor, and then finally made rich again thanks to this egg.  Second, it directly references 

one of the film’s primary influences, Aesop’s fable The Goose That Laid the Golden Eggs.  

Thirdly and most importantly, it is meant to be funny.  Tom and Buck’s unexpected last-second 

good fortune, ironically also in the form of gold, is satisfyingly humorous as it is impossible.  

Judging from the positive reactions and laughter from test screenings, I believe that this ending 

delivers what I meant it to. 

  

Directing 

 My approach to casting my thesis film was to find actors whose mannerisms closely 

resembled the characters I had imagined in my head.  Before writing the script, I already had a 

particular actor in mind to play the lead role of Tom, but I was hesitant to give him the part 

outright before auditioning others.  This actor, Seth Melendy, has a very cartoony personality by 

nature, so I knew it would just be a matter of fine-tuning his reactions as needed for each scene.  

I could find no one better than Seth during my casting call, so I inevitably offered him the part, 

which he accepted.   

 The casting call served its purpose, however, since I found suitable actors for the roles of 

Buck, Checkout Girl, Kung Fu Master, and Sumo Wrestler.  Even though the Checkout Girl has 

no dialogue in the script, I requested those trying out for this part to deliver a set of lines so that I 

could get a sense of their overall acting abilities.  I figured that an actor who struggles with 

simple verbal delivery may likely struggle in other areas of acting, too.  So even though the part 
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of Checkout Girl has no lines, I chose someone who could have delivered lines anyway as a 

safeguard.  This same logic applies to my casting of the Kung Fu Master.  I not only wished to 

cast someone who had the physical talent to perform the necessary stunts required of the part, but 

also someone who could act and speak well.   After the casting call, I had a hard choice to make 

between two top candidates for the part.  The first actor could perform incredible martial arts 

maneuvers such as a professionally-executed butterfly kick.  The second actor could perform a 

respectable range of physical moves, albeit not quite as impressive as the first actor, but in the 

end I felt his acting abilities are superior and is the reason I chose the second actor for the part.   

 My choice for the Sumo Wrestler was narrowed down for me because there was only one 

overweight Asian man I could find in the city of New Orleans available and willing to play the 

part.  I auditioned him all the same and felt confident he would be able to deliver the 

performance I was looking for.  The Sumo Wrestler is supposed to be the recklessly absent-

minded partner of the Kung Fu Master, and fortunately the actor I chose to play the Sumo 

Wrestler has an aloof personality that lends itself to appearing absent-minded.  I mean no offense 

to the actor here, but he is precisely what I needed. 

 Early on in the casting process, I endeavored to find an older Asian woman between the 

ages of thirty and sixty to play Sara the flea store clerk.  I went so far as to hand deliver flyers to 

Asian restaurants throughout the New Orleans area in the hopes that an Asian woman, even if 

she was not an actor, would take interest in the part I needed to fill.  I was unable to find any 

interested Asian women in the age range I was looking for, but did receive feedback from 

younger actors with acting experience.  I eventually chose Kim Vu, an actress in her twenties.  I 

visually aged her by using makeup to help give her the look of a wise weathered woman who just 
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might keep a magical toaster hidden away from the rest of the world.  Looking back now that the 

film is shot and done, it is hard to imagine the role being filled by anyone else. 

I chose actor Zac Cino for the part of Buck because he has a similarly cartoony 

disposition as Seth, the actor who plays Tom.  My intention was that their like-personalities 

would allow them to play off each other effortlessly.  Time was short for proper rehearsals 

because Seth was out of town until the night just before shooting was scheduled to begin.  This 

made it necessary to spend what little time we had between his arrival and the first day of 

shooting to establish chemistry between Seth and Zac.  I arranged for the three of us to have 

dinner and drinks together so that my two primary actors could get to know one another.  

Fortunately, they got along well and were cracking jokes back and forth before the night was out.  

If I had not arranged this night, I feel that my actors would have had a harder time breaking the 

ice on set, which could have then hurt the first day’s performances.   

The actor with some of the most physically demanding stunt work was the actor playing 

the Kung Fu Master, Sam Medina.  The action involving the Kung Fu Master jumping over a 

guardrail during the chase sequence took quite a while to choreograph, so it is fortunate that I 

had plenty of time to rehearse with Sam.  It was one thing to visualize how the sequence of shots 

would flow together in my head, but an entirely different thing to have a real-life person attempt 

to actualize those thoughts on cue.  After much coaxing and compromising on both our parts, we 

figured out how best to achieve the stunt in such a way that would maintain the flow of action in 

the scene while also keeping the actor feeling safe and comfortable.  If there was ever a situation 

where safety or action had to be compromised, the shot would be rethought, or if no solution 

could be found, abandoned.  My goal was to produce a funny film, yes, but injuries on set are no 

laughing matter. 
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Once on set, my general approach to directing is to begin each scene by blocking out the 

action with my actors first.  This is so that they know right away what physical actions I need 

them to perform within the scene.  Once the actors and I are comfortably satisfied with these 

blocking rehearsals, I begin working with the actors on delivering their lines.  More often than 

not, lines were used during the blocking stage to help the actors’ timing of their actions, so at this 

point they are ready for an actual take to be filmed.  Depending on the complexity of the shot, I 

usually roll on these first takes and tweak things as needed for each successive take.  More 

complex shots, such as ones involving camera moves around multiple characters, take more time 

to set up and rehearse.  The more things that go on within a shot, the more time must be spent to 

make sure everyone knows what to do beforehand.  Simple shots, such as static headshots of a 

single character, can be shot with hardly any setup time.   

For the first couple of takes, I allow my actors plenty of leeway to approach the scene 

from the emotional angle that feels right to them.  By doing this, I allow my actors to think for 

themselves, as well as feel as though they are actively contributing to the creation of their 

character.  On occasion, this method results in an actor coming up with an idea that I would 

never have imagined alone.  In one scene Zac, the actor playing Buck, finds the hidden staircase 

that leads up to where the toaster is hidden.  I simply told Zac he had to stumble upon the stairs 

as if by accident; it was up to him to fill in the time between the start of the scene and when he 

eventually finds the stairs.  The film’s art department positioned a mannequin head resting on a 

lampshade at the bottom of the stairs as a simple set decoration, but Zac turned the head into a 

functional prop by playing with and dropping it as if he were browsing the flea store naturally.  I 

did not instruct him to directly do this, but by allowing Zac to freely explore the scene through 
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the eyes of his character, he was able to contribute creatively to the scene in a way I had not 

thought of myself.   

More often than not, I would need to tweak my actors after the first couple of takes.  My 

lead actor Seth has a tendency to overact, but I was consistently able to reel him in to the 

emotional level that the scene needed.  While filming the chase sequence, Seth’s energy level 

was so high that he would smile while running away from the Kung Fu Master and Sumo 

Wrestler.  It was obvious he was engaged in the moment, but he was having such a good time 

that it betrayed the emotional state his character needed to portray.  I had to point out to him that 

although the situation is funny and will be funny to the audience, he has to act concerned for his 

safety in order for the emotional level of the scene to appear believable.  After I gave him this 

small piece of direction, he appropriately tailored his acting to accommodate my instructions, 

and now the scene works. 

Shooting digitally with the Panasonic HVX200 afforded me the opportunity to quickly 

and easily import the digital video files into my editing software and cut together a rough cut 

within minutes.  At the end of each day of shooting, I assembled rough cuts of the scenes shot 

that same day.  During the lunch break of the following day, I screened these scenes to both my 

cast and crew.  On a psychological level, being shown the fruits of one’s labor is a rewarding 

experience which positively reinforces a person to continue to work hard.  I have worked on 

many other films directed by others where the cast and crew lost faith in the project due to their 

not understanding what the film was about.  When a well-edited scene is watched by someone 

who worked on its production, it hopefully becomes apparent to that person why every shot is 

important, especially if a particular shot was difficult to pull off.  From the point of view of the 

actors, they are able to see how I intend to construct the film even before it is finished.  Through 
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the use of this technique, I hoped to provide my actors with an understanding of why I make the 

directorial decisions that I do.  By renewing my actors’ faith in the project on a daily basis, I 

intended to squeeze better performances out of them from the scenes that remained.  The better 

my actors’ understanding of their role in the film, the better the film would ultimately be. 

  

Production Design 

Before Tom and Buck find the magical toaster, their lives are rather boring and 

monotonous.  I decided that Tom’s apartment must look correspondingly boring to reflect who 

he is.  I gave his domicile a drab appearance through the sparse use of decorations, neutrally 

colored walls, and populating the living space with home furnishings that are strictly utilitarian.  

For example, the table on which the TV sits is made of two milk crates and a dirty wooden 

board.  Through the use of such simple furnishings, it becomes apparent that Tom only owns the 

barest of necessities.   

On the other end of the spectrum, I imagined the room inside the flea market where Buck 

finds the toaster to be mysterious and exotic.  I achieved this by placing the toaster on a small 

table in the middle of a near-empty room.  I then decorated the table with a red velvet tablecloth 

where the glimmering light of six candles reflects off the many golden trinkets strewn around 

below.  Selectively spotlighting only the table so that the room’s walls fall into darkness further 

aides in the mysterious mood of the scene.  The idea that an ordinary-looking toaster is afforded 

so much luxury in its presentation no doubt appears absurd to the audience, especially when the 

adjacent scene shows off the protagonists’ lackluster apartment.  When test audiences watch the 

film, they always laugh when the table bearing the toaster is first revealed, satisfying my efforts 

to make the scene humorous.  
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 Use of the color gold in The Toaster That Toasted The Golden Toast plays a significant 

role in the film’s production design, too.  Tom and Buck accidentally stumble upon a magical 

toaster that turns bread into gold, which then leads them into a series of complications that they 

otherwise could have avoided if the toaster is never found.  In keeping with the visual motif of 

bland versus exotic, it makes sense that the color gold might not appear so exotic if overused in 

every scene.  Consequently, I only use this yellowish hue when something significant takes place 

within the scene.  For example, Buck and Tom walk past a table covered in golden objects as 

they enter the flea market, and Tom even goes so far as to pick up one of the golden utensils 

from the pile and lambastes it as being fake.  He carelessly throws it back into the pile, but the 

scene lingers over the gold for a beat, foreshadowing that something about it is important. 

Shortly following Tom’s sales pitch to Sara, Buck finds himself in a room awash in golden light 

when he first discovers the toaster.  The color gold is not seen again until the first golden bagel is 

toasted in Tom’s apartment, which directly leads to the next significant narrative step in the story 

to occur: Tom and Buck’s discovery and understanding of the toaster’s powers.  Next, Tom and 

Buck produce a pile of gold in Tom’s living room as they dream about how to spend their 

newfound riches.  But when someone knocks on the door, Tom is greeted by the two antagonists, 

one of which is a Sumo Wrestler wearing a golden sumo belt.  The appearance of this golden belt 

signifies the start of the main characters’ complications.  And at the end of the film, Tom and 

Buck are unexpectedly presented with a freshly-laid golden egg, signifying the main characters’ 

reversal of fortune.  In fact, these particular appearances of the color gold correspond with the 

script’s five acts.  In the first act, gold foreshadows the powers of the toaster.  In the second, gold 

represents Tom and Buck’s discovery of the toaster’s powers.  The third act uses gold to show 

Tom and Buck at the height of their circumstances, surrounded by a mountain of gold and 
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dreaming of limitless possibilities.  The fourth act concerns Tom and Buck’s struggle to maintain 

the toaster, primarily by keeping it away from the Kung Fu Master and the Sumo Wrestler, 

whose belt is golden.  After they lose the toaster, the fifth scene comes to a close with gold 

reintroduced into Tom and Buck’s lives through the golden-egg-laying goose.  Syd Field 

explains that each act ends with a plot point that changes the direction of the action.  Because 

gold is positioned in such close proximity to the plot points of my story, gold may therefore be 

equated with change itself.  Indeed, gold brings about change in the character’s lives when they 

find it the first time, when it’s taken away, and when they find it again through the goose.  In this 

way, the production design definitely supports and reinforces the overall plot of the film.   

 I relied heavily on my art department to work on several production-design-oriented tasks 

throughout the production of my film.  During the preproduction stage, I routinely requested 

updates on their progress so I could provide corresponding feedback and direction.  One of the 

more important tasks issued to my art department head, Dorothy Brignac, was for her to 

scavenge together various small objects that could be used as golden trinkets sold inside the flea 

store.  I supervised her selections to make sure what she chose would fit into the story.  The 

underlying idea is that the flea store in the film uses the magical toaster to produce golden 

trinkets from ordinary junk.  These golden trinkets are then sold to customers.  This means that 

none of the golden objects can be larger than what would fit inside a toaster slot.  As Dorothy 

amassed a collection of these objects, I verified that each item could indeed fit inside a toaster 

before she went on to paint them gold.   

For the most part, my art department needed little supervision while they worked, but 

they were not totally infallible.  In one case, a particular design element threatened to betray the 

authenticity of the film.  Harping on the idea of authenticity sounds hypocritical considering the 



 20 

 

film is about a toaster that turns bread into gold, but the film is still required to remain authentic 

to itself within the bounds of its own self-assigned reality.  The issue arose when the handwriting 

of one sign seen early on in the film matched the handwriting used on a separate sign made to 

appear later in the film.  The first sign is the “Employees Only” sign that Buck fails to notice 

during his ascent up the flea store staircase.  The second sign is the “Roof Access” sign at the top 

of the staircase during the chase scene.  These signs are understood to be in completely different 

buildings, but the style of the handwriting was identical, which would have resulted in an 

unintended connection between the two signs.  This problem came about because the art 

department head made both signs, but did not change her handwriting style between them.  Once 

I noticed this potential problem, I had the “Roof Access” sign remade with a completely different 

handwriting.  This way, both signs look like they are made by different individuals, which makes 

sense within the world of the film. 

 

Cinematography 

To begin the cinematographic process, I wrote up detailed shot lists to explain how each 

scene would flow visually once edited together.  This normally involved carefully scouting the 

actual filming locations and ascertaining where and how shots would be filmed.  For example, 

part of the chase scene involves the Kung Fu Master jumping over a guardrail, landing on a 

catwalk underneath, and then sprinting forward.  I started out by taking photographs of many 

different angles of the real-world location and imagining how they might logically cut together 

during editing.  I then pared down the photos to just the essential angles.  Next, I ordered them 

into a linear sequence which became part of my production shot list.  When edited during 

postproduction, the shots flow quickly and logically from one to the next and create the illusion 
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of continuous action.  To provide a counter-example to the validity of these decisions, I might 

have come up with very different shot choices if this film were a dystopic drama instead of an 

action comedy.  As already mentioned, much of my previous film work is both dystopic and 

dramatic.  If I had chosen to continue in this more pessimistic style, my chase scenes in this film 

might have instead been used to illustrate the futility of the main characters’ attempt to escape.  

The number of different angles filmed would have been much less to lessen the amount of visual 

tension occurring on the screen.  I felt it was important to keep the level of tension high to 

preserve its essence of action, and therefore to shoot more angles.  The Bourne Identity (Doug 

Liman, 2002), among many other action films, uses this approach of many multiple angles to 

elevate the tension during its many action sequences.  Conversely, the closing scenes of the 

futuristic dystopia Children of Men (Alfonso Cuarón, 2006) have a low shot rate due to the fact 

that the lead protagonist is dying and his struggle to save all of humanity seems insurmountable.  

Because it is obvious he can no longer win, the tension drops, and is thusly reflected in the 

cinematography and editing.   

It is largely agreed that comedy works best in the wide shot because the empathy 

audiences have for a character increases the closer the camera is to that character.  So if the 

camera is far away, audiences will lack empathy, and instead find amusement in a character’s 

peril.  When the character Tom turns on the vacuum cleaner and gets engulfed in a cloud of dust, 

I cut to a wide shot of him just standing there as the vacuum continues to blow into his face.  I 

use this technique again when the Sumo Wrestler gets his hand stuck inside the toaster, and again 

when the character Buck delivers a one-liner joke which offends Tom.  In each case, these 

moments received laughs from my test audiences, so I may safely assume these moments are 

seen as comical instead of emphatic.   
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 There are several scenes where the cinematography directly reinforces the style of the 

production design.  In the flea store, the pile of gold trinkets at the front of the store is selectively 

spotlighted to further highlight the importance of the gold.  The rest of the background is allowed 

to fall into the shadows while the gold, which carries narrative significance, is therefore made 

visually important through lighting.  The toaster shrine room is lit in a similar way so that the 

toaster is highlighted apart from its surroundings.  As he walks up to it, Buck, too, becomes 

covered in gold light reflected from the toaster.   

 Tom’s apartment is very spartan in appearance owing to the simplicity of the production 

design.  The cinematography bolsters this drab style by employing very flat, soft lighting.  The 

contrast between the dynamic hard lighting of the flea market with the dull soft lighting in Tom’s 

apartment serves to bring about the differences between the two locations.  In abstract terms, 

Tom’s apartment illustrates the ordinary while the flea market offers a glimpse into the 

extraordinary. 

 Besides the flea market and apartment scenes, the majority of the film is shot outdoors 

during the day.  From a lighting standpoint, the only available option was to occasionally use 

reflector boards to fill in dark areas on the actors’ faces when the sun lit them too harshly from 

one side.  The rooftop fight scene was shot in one day, so the biggest challenge was for my 

director of photography, Ryan H. Martin, to maintain a consistent angle of light hitting the actors 

from shot to shot.  But since the sun moves through the sky, the continuity of lighting between 

shots is not perfect, but it is far from unprofessional.  I was fortunate enough that the weather 

remained consistently clear all day.  If the sky had been cloudy, lighting continuity would have 

been much more problematic. 
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 Blain Brown in his book Cinematography: Theory and Practice comments on the 

difficulty of maintaining clear screen direction during chase scenes.  He writes, “you [generally] 

want to maintain an overall direction within the scene but there is considerable room for 

variation,” (94).  For the most part, I have my protagonists running from  screen left to right, 

followed by the antagonist also running left to right.  By adhering to a consistent direction of 

motion, the audience understands that in order to escape, the protagonists must keep running to 

the right or risk getting caught.  Of course, as Brown suggests, I vary up this screen direction by 

occasionally showing the characters running directly toward the camera along the Z axis.  But for 

the most part, the momentum of the chase scene is directed in a single continuous direction so 

that the audience clearly understands what direction the protagonists need to reach in order to 

avoid the enemies chasing them. 

 For each shot of the film, I had to choose how I wanted to mount the camera.  My choice 

of available mounts included a tripod, jib arm, high hat, spider brace, and a Steadicam.  Each of 

these options results in a different aesthetic style, so I had to first consider the meaning of the 

shot before I could correctly choose the appropriate tool.  When using a tripod, the shot will be 

appear steady and stable, unlike when using the spider brace which results in a much more jerky, 

handheld look.  The high hat provides the same steadiness as a tripod, but allows the camera to 

be mounted close to the ground, which is especially useful when framing dramatic angles.  The 

jib arm allows the camera to move in a seamless motion and adds visual energy to the shot, but 

not the kind of chaotic energy that spider brace-mounted shots provide.  The jib arm can only 

move in circular angles and is limited by the length of the arm itself, so use of the Steadicam is 

preferred in special cases where more maneuverability is required within the shot.  Generally 

speaking, Steadicams provide the fluidity of jib arm movements with the maneuverability of 
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being handheld.  During the earlier scenes of the film, I rely mostly on the tripod and jib arm to 

give steady, gentle movements.  Before they discover the toaster, Tom and Buck encounter a 

minimal amount of conflict.  As the protagonists experience higher levels of emotional duress, 

the type of camera work is correspondingly altered.  For example, I use the spider brace to 

convey higher levels of visual tension throughout the chase and fight sequences.  Generally, the 

shot style mirrors Tom and Buck’s emotional state.   

   Many of my cinematographic decisions were affected by the type of camera I used, the 

Panasonic HVX200.  This camera is capable of filming variable frame rates, which provides the 

option of filming in a wide range of speeds that all play back at a full twenty-four frames per 

second.  I chose to shoot at twenty-two frames for some of the chase scene shots.  This means 

that for every second that is recorded, twenty-two frames are saved, but is played back at twenty-

four frames per second.  This makes the action speed up slightly, and serves to further intensify 

the action of the shot.  I used this technique to make the Kung Fu Master appear to run even 

faster than he really does, therefore making him a greater adversary.  The enemy’s increased 

strength heightens the level of tension in the scene by raising the stakes the protagonists face.   

 I used variable frame rates to slow down some of the action, too.  There is a moment in 

the fight scene where the Sumo Wrestler raises his hand high into the air in preparation to strike 

Tom with a karate chop.  Tom, in turn, anticipates the blow by using the toaster as a shield.  I 

slowed down the motion of both the raising hand and Tom’s reaction by filming the action at 

sixty frames per second.  These sixty frames are then played back at twenty-four frames per 

second, creating the illusion of slowed time.  I chose to do this in order to build up the tension of 

the confrontation.  The longer the sequence of shots lasts, the longer the audience is uncertain of 

the outcome.  By slowing down time, the audience also has longer to explore the curiosity of the 
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situation, and hopefully come to the conclusion that it is a humorous one.  Indeed, when time 

returns to normal, the Sumo Wrestler’s hand has gotten itself stuck inside the toaster, a most 

unexpectedly comic result.  Furthermore, when the hand gets ejected, it has turned into gold.    

 One of the downsides of shooting on video is that it lacks the aesthetically- preferred look 

of film.  This is partly because most modern video cameras have very small image sensors that 

make it difficult to exhibit a shallow depth of field.  Film cameras, 35mm cameras in particular, 

have no problem employing shallow depths of field.  Since film is much more expensive than 

video, the ability to compose shots with a shallow depth of field is seen as an indication of high 

production value.  Newer, more expensive video cameras come equipped with larger image 

sensors to allow for shallow depth of field, such as the Red One camera.  Unfortunately, my 

budget restricted me to using the HVX200, so I had to make do with the technical limitations of 

this particular camera.  In effort to minimize the depth of field, my director of photography 

would open up the F-stop as wide as it could go.  When shooting outside, neutral density filters 

applied to the camera allowed for maintaining a wide aperture even in bright situations.  

However, it is important to note that shallow depth of field is not a look that should necessarily 

be incorporated into every single shot.  There are some instances where a deep depth of field is 

most appropriate for the story, but being able to employ a shallow depth of field on occasion is a 

nice luxury. 

 

Editing 

 After each day of shooting, I assembled a rough cut of the footage to make sure 

everything cut together like I expected it would.  This afforded me the opportunity to check 

things like the technical quality of the shots, continuity of the actors’ performances, continuity of 
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props, whether a given scene is funny or not, and whether the scene flows like I had anticipated.  

By beginning the editing process so early, I made it possible to fix the previous day’s mistakes 

by scheduling in reshoots within my shooting schedule.  If I had waited to begin editing until 

after shooting was over and all my camera equipment was returned, I would not be able to easily 

rectify any mistakes because it would be too late to reshoot them.  It was fortunate I took this 

approach because I discovered an error in costume continuity in the middle of my shooting 

schedule.  Part of the Sumo Wrestler’s costume includes a headband, but it was forgotten on the 

day that the chase scene was filmed.  Since we had already filmed the apartment scene the day 

before, it was already established that the Sumo Wrestler wears a headband.  Because I caught 

this error, I scheduled in shots to give the Sumo Wrestler a reason for losing his headband during 

the chase scene: the headband falls over his eyes, so he takes it off and stuffs it inside his sumo 

belt.  By doing this, a continuity error was potentially avoided.  But even though these make-up 

shots were filmed, none are used because they negatively impact the flow of the chase scene.  

Fortunately, no one has complained yet about the Sumo Wrestler’s costume continuity error, so I 

have chosen to let the mistake slide. 

 As soon as all the shooting was over, I already had a rough cut ready for tweaking.  I 

proceeded to work on refining the pacing and flow of the overall film, paying particular attention 

to perfecting the comedic elements of the story.  In one shot, for instance, the camera pans from 

the broken television set to a close up of Tom’s face reacting to the television not working.  His 

reaction consists of him staring with a blank face, and then blinking confusedly.  In the unedited 

raw footage, my actor’s blinking is delayed by about two seconds, and thus ruins the pacing of 

the overall scene that shows a montage of all the nonworking appliances bought from the flea 

store.  Because his blinking needed to come much earlier for the timing to feel right within the 
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scene, I chose to speed up the segment of time between when the camera comes to a stop on his 

face to when his blinking begins.  The average viewer will fail to notice the momentary increase 

in the time rate that occurs for only a second, but successfully provides the shot with a better-

timed reaction from the actor, which therefore seems funnier. 

Once the entire film was shot, I was better able to discern which scenes were necessary to 

the narrative and which ones could be removed.  I originally shot a scene that shows Tom and 

Buck wildly throwing loaves of bread into a shopping cart, but I found it more effective to 

remove this scene and instead allow the previous scene to jump directly to the scene after.  The 

final edited cut shows Tom and Buck walking outside the jewelry store with Tom saying, “You 

know what this means, right?” in regards to their finding out the toaster really does create gold.  

The next scene starts as Tom throws bread onto the supermarket conveyer belt.  If I had left in 

the scene that actually shows Tom and Buck pulling the bread from the aisle, the same joke 

would have been told twice: that they are buying a pile of bread after discovering the powers of 

the toaster.  By immediately cutting from their realization outside the jewelry store to their 

buying of the bread in the checkout lane, the same comedic effect is achieved in a much more 

efficient manner.  So because the bread aisle scene is ultimately unnecessary, it was removed. 

In other cases, the removal of just a few shots from a sequences, rather than removing the 

entire sequence altogether, proved advantageous as well.  When shooting the chase sequence, I 

shot numerous shots of the characters running.   I originally intended to use parts from each shot 

to construct the scene with, but I discovered while editing that many of the shots show the 

characters doing essentially the same thing.  Rough cut test audiences complained that the scene 

becomes redundant because it looks like the characters run in circles around the same building.  I 

tightened the flow of action by removing several shots, dramatically cutting the length of the 
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scene.  By doing this, the pacing of the scene much more effectively conveys the feeling of 

action and movement.  Test audiences report the final cut version to be much more fun and 

exciting to watch than the previous versions.  Although it is painful to cut entire shots that I 

painstakingly filmed during production, the pacing of the film as a whole matters more than the 

value of a single shot.  

As I tweaked the final edit of my film, I abbreviated certain shots to their bare minimum.  

Since my story is about two guys and how quickly their fortunes change, I felt it was important 

to keep the pacing quick, especially once they discover the toaster’s power.  I wanted to show 

how Tom and Buck waste no time putting the toaster to use, and I chose to illustrate this through 

quick editing.  A good example of this style is as Tom and Buck walk out of the jewelry store.  

In my rough cut, I show a shot of Tom and Buck walking all the way through the store and then 

opening the door to leave.  I next cut to an exterior shot of Tom and Buck as the door opens, they 

walk out of the store, and then Tom gives his line.  The more I refined this scene, the more I cut 

away all the unnecessary parts.  Or as the editor Walter Murch puts it, to “cut out the bad bits,” 

(10).  Because the jewelry store scene is about Tom and Buck learning the truth about the toaster, 

it is important to get to that point and move on as quickly as possible.  The time spent showing 

Tom and Buck walking to the door, opening it, and walking outside serves no narrative purpose.  

In my fine cut, I have chosen to cut as soon as they turn away from the jeweler to Tom and buck 

coming to a stop outside the store.  There is just enough of these shots so the audience 

understands where the characters are, but without having to wait for the characters to physically 

walk the entire distance.  This allows the movie to reach the visual punchline of Tom and Buck 

purchasing a shopping cart full of bread much faster, and therefore comes across as funnier. 
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Sound 

The Toaster That Toasted The Golden Toast is set in a world where it is possible for 

toasters to magically turn bread into gold and where sumo wrestlers are quick to chase those who 

annoy them.  This world obviously does not represent reality, so the sound design must in turn 

reflect this over-the-top depiction of the world.  Because gold-making toasters and lumbering 

sumo wrestlers can hardly be seen through a serious context, the sound design should sound 

correspondingly humorous and ridiculous. 

One of the most notable examples of sound design used for the purpose of humor is when 

Buck drops the golden bagel onto the floor of Tom’s apartment with a metallic clanging sound.  

The association of these two unlike materials, bread and metal, creates an unexpected yet 

humorous result.  I produced the metallic sound effect by recording foley sound effects in a 

sound studio.  In order to create a sound that would be believable in such unbelievable 

circumstances, my choice of the sound’s source was important.  I chose a curling iron weight, 

which is shaped precisely like a bagel with a hole in the center, and I dropped it onto several 

other similar weights.  This action created a clearly metallic ringing noise that, when edited into 

the film, produces the illusion that the prop bagel is actually made of metal.  Likewise, in the 

shot where Tom reacts to the broken television in his apartment, the added sound effects of a 

distorted voice intermingled with television tuning noises helps build the humor of Tom’s 

situation – that nothing he bought from the flea store works.  And therein lies the irony that while 

nearly every item Tom and Buck buys from the flea store is broken, the one item that works - the 

toaster - works too well.   

 The majority of the sound recorded with a boom microphone while on set turned out to 

be unusable due to the abundance of background noise, such as nearby traffic, that pervaded 
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many of the locations where I filmed.  This means I had to arrange for Automated Dialogue 

Replacement sessions, also known as ADR, with my actors to rerecord dialogue tracks for use in 

the final edit of the film.  There are several challenges that must be faced when attempting to 

record good ADR tracks.  First, the actor must reenter the same emotional state that they had 

while the scene was originally shot.  Unfortunately, my actors found this difficult since standing 

alone in an empty recording room does little to put them in the same moment they were in while 

on set.  Without any direction, my actors would read their lines very flatly, concentrating more 

on what the lines were rather than how they said them.  I had to do a good deal of coaching to get 

my actors to loosen up so that their lines sounded natural and unforced.  This included having 

Zac, the actor playing Buck, perform a set of push-ups just prior to recording his lines during the 

chase and fight scenes so that he sounds appropriately winded.  Even though these ADR sessions 

lasted a couple of hours for each actor, I was mostly able to direct them as needed to produce 

usable tracks that matched each of their on-screen characters.   

 A second challenge with recording good ADR is to make sure the delivery of the lines 

matches the lips of the character saying them on-screen.  This was achieved through a 

combination of the actor doing their best to mimic their on-screen lips and with using the time 

shift tool in the audio editing program Steinberg Nuendo to further tweak the lip-syncing as 

needed.  I found the process of tweaking in Nuendo to be quite difficult and required several 

passes to match the synchronization of lips to audio as close as possible.  Because of the nature 

of this work, the same segment is watched over and over repeatedly while small tweaks are made 

with each pass.  This results in the person doing the sound editing becoming mentally numb to 

the scene, therefore requiring the feedback of third parties to help guide the editor along the 

correct direction.  Only with the help of others was I able to sync the audio as well as I could. 
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 Post audio work also provides the opportunity to insert sound elements in order to create 

the ambient soundscape of a location.  Prior to working on the sound editing of my film, the flea 

store felt very empty and flat.  In the rough cut of the film, the two characters appear to deliver 

their lines in an eerily quiet atmosphere that does little to establish the mood of the film.  By 

adding a Vietnamese folk song in the background with medium reverb applied to it, the flea store 

suddenly begins to form the atmosphere of being a cozy Oriental shop with a radio playing 

somewhere in the distance. 

In the final scene of the film where Tom and Buck sit together in a park, the insertion of a 

goose honk track creates the illusion that Tom and Buck are surrounded by geese at all times, 

even though the geese were not present during the filming of the character’s close-ups or 

medium shots.  Adding sound effects in post means that off-screen elements that did not exist in 

reality can be included in a scene.  Over the course of my sound effects work, I ended up with 

over eighty separate audio tracks for the entire movie.  Recording and editing all this audio took 

about the same amount of time that shooting and editing the video had taken.  My experience 

working on this film has shown that good audio really does take a lot of effort to pull off, and 

should not be overlooked in favor of the visuals alone. 

 

Technology and Workflow 

Like most modern film productions, my workflow was greatly influenced by various 

computer software programs devoted to the filmmaking process.  During the preproduction 

phase, I used the scriptwriting program Final Draft to type the script with, which helps to 

organize scripts into the acceptable movie screenplay format.  I then took information collected 

from the script and manually inserted it into the program Movie Magic Scheduling.  Movie 
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Magic is then able to generate prop lists, location lists, break down sheets, actor rosters, and 

other forms of paperwork that are essential to the production.  All of this information was 

compiled together to form a production binder that I carried around with me at all times, which 

also included cast and crew contact information, shot lists, the equipment list, and other 

information.   

Once the actual production of the film began, my choice of camera dictated a significant 

portion of the remaining workflow.  The Panasonic HVX200 camera records MXF files onto 

solid-state P2 memory cards.  Since these P2 cards are so expensive, I only had two available to 

record my footage on.  This means I would then have to periodically save the MXF files from 

these cards onto an on-set laptop computer.  I assigned my second assistant camera person the 

role of babysitting the on-set laptop and remaining ever-ready to retrieve and download the P2 

cards when they were filled up.   

Since a laptop computer was a necessary component of the workflow, it was essential 

that power always be available to run both the laptop and attached external hard drive.  To make 

sure that lack of power would never be a concern, I purchased a DC to AC car power adapter so 

that even if a location lacked a power outlet, I could still download footage on the fly.   

At the end of each day, that day’s footage would be copied from the on-set external hard 

drive to an off-set external hard drive to serve as a redundant back up.  Unlike shooting on tape 

or film, there is no physical form of the footage other than the ones and zeroes saved on a hard 

drive.  This means if that hard drive crashes, then the footage is potentially lost forever.  By 

making at least two copies of the footage, the chance of losing this data is minimized.  A similar 

procedure was undertaken with the audio WAV files recorded by the on-set sound mixer.  After 
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each day, the files recorded by the Fostex mixer were saved to a separate location.  Several 

redundancies of these files were made elsewhere as well. 

After filming was completed, I imported the MXF and WAV files into Avid where the 

final version of the film was assembled.  Once picture lock was reached, the audio sequence was 

saved as an AAF file and imported into the audio editing program Steinberg Nuendo where all 

the post audio work took place.  Once the audio work was completed in Nuendo, a stereo mix-

down track was imported into Avid, which then took the place of the older rough audio tracks.  

Meanwhile, visual special effects were created using both Avid and Adobe After Effects CS3.  

With the assistance of my director of photography, I color corrected the film using an external 

high-definition monitor attached to the Avid system.  This marked the film having reached its 

fine cut.  The finished film was then exported out of Avid as an uncompressed MOV file. 

Using the compression tools of Adobe Premiere Pro CS3, I generated a standard-

definition MPEG2 file encoded for the purpose of burning to DVD.  I created DVD menus with 

Adobe Photoshop CS3, saving each separate image layer as a Targa file.  These Targa files, 

along with the compressed MPEG2 video file and mixed WAV audio file, were imported into the 

program DVDit Pro with which the final DVD architecture was generated.  I can now burn as 

many copies of the film as I wish. 

In order to preserve a high-definition version of the film, I have archived the 

uncompressed MOV file generated by Avid onto an external hard drive.  I also have the ability to 

export the film onto Panasonic DVCpro tapes.   
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Chapter 3 

Additional Influences on Story 

 There are three primary influences behind the story of my film The Toaster That Toasted 

The Golden Toast.  I’m sure there are several other sources that influenced me as well, but these 

are the three in particular that I am most conscious of: the film Gremlins, the film Shaun of the 

Dead, and the ancient fable The Goose That Laid the Golden Eggs.  In fact, each one of these 

influences can be placed into separate pillars of the concept, conflict, and character story 

structure that I was taught to follow in the University of New Orleans graduate class FTCA 

6060. 

 Gremlins mostly influenced the conflict component of my story. The film begins when an 

American man finds an exotic creature inside a small Asian market and takes it without the 

owner’s permission.  But before he leaves, the man gives the store owner his business card.  

While in the Westerner’s possession, the creature indirectly wreaks havoc on an entire city 

because the man fails to follow several important rules given to him by the store owner’s 

grandson: not to get the creature wet and not to feed it after midnight.  These rules are broken, 

which causes the creature to multiply and then mutate into little beasts that terrorize the town.  At 

the end of the film, the store owner returns to retrieve the original “stolen” creature and 

admonishes the Westerner by saying, “You do not understand.  You are not ready.”  My film 

begins just like Gremlins does and sets up similar conflicts to take place within the story.  First, 

my film also involves an American who finds a magical item inside an Oriental shop and takes it 

without permission.  Second, the power of the stolen object is abused.  And third, the shop owner 

returns at the end to condemn the American’s actions, and in so doing takes the magical item 

back.  And in both Gremlins and my film, the handing off of business cards during the films’ 
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openings is what facilitates how both shop owners are able to locate the stolen items at each 

film’s respective finales.   

 There are plenty of other films that feature a protagonist pair composed of a lead 

character and his tag-a-long buddy, but Shaun of the Dead is the film I specifically had in mind 

when conjuring up the characters of my thesis film.  The main character in Shaun of the Dead is 

Shaun, a blonde-haired salesman whose girlfriend dumps him.  In my thesis film, the main 

character is Tom, a blonde-haired web designer whose girlfriend has also dumped him.  Shaun’s 

loss of a girlfriend propels him to discover himself in the midst of a zombie uprising.  Tom’s loss 

of a girlfriend prompts him to purchase new appliances at a flea store, which results in him 

finding a magic toaster that temporarily changes his life.   

The buddy character in Shaun of the Dead is Ed, a slovenly overweight drug-dealer-on-

the-side buddy of Shaun’s who provides a comic angle to things with his off-the-collar remarks.  

The buddy character in my thesis, meanwhile, is Buck, a slovenly overweight stoner buddy of 

Tom’s whose verbal and physical clumsiness is a source of ongoing amusement throughout the 

film.   

 One of the reasons I chose to emulate the two Shaun of the Dead characters is because I 

liked how even at times of overwhelming duress, Shaun and Ed still interact with one another in 

a humorous and energetic manner.  And rather than have Tom alone in my film, having his 

friend Buck always with him gives both characters an excuse to verbalize their thoughts openly.  

Granted, my film lacks the two main characters fighting off hoards of the undead, but that 

particular part of Shaun of the Dead fits more into the concept department than it does character.  

And since I was using Shaun of the Dead as my influence for characters only, I am not 

necessarily bound to using zombies. 
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 The source of inspiration behind the concept of my thesis comes from the old Aesop 

fable The Goose That Laid the Golden Eggs.  According to this story, a peasant discovers that 

one of his geese miraculously lays a golden egg every day.  Out of greed, the peasant believes he 

can get rich quick by killing the goose and opening its belly where he presumes many golden 

eggs must reside.  But when he kills the goose, its insides are empty, and all he succeeds in doing 

is putting an end to his daily source of income.  I took this ancient concept and modernized it by 

replacing the goose with a toaster and changing golden eggs into golden toast.  I also borrowed 

the title of the fable and changed it to, obviously, The Toaster That Toasted The Golden Toast.   

During the epilogue of my film, Tom and Buck sit on a park bench surrounded by hungry 

geese.  As a direct homage to the fable, a goose lays a golden egg in front of them.  This, of 

course, changes their luck right back around and proves to be a much happier ending than that of 

the original fable. 
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Chapter 4 

Analysis 

 Over the course of my editing and refining the rough cut of my thesis film, I frequently 

invited friends whose feedback I trust to view the film at different stages of its editorial 

development.  These early test screenings were very informal.  Rather than have my friends fill 

out comment forms, I simply observed their reactions as they watched and then I asked questions 

about how they felt.  Through these screenings, I learned what parts of my film dragged in terms 

of pacing, how well the music fit, what moments felt awkward about the acting, isolating 

moments where sound effects could augment the visual action, as well as making other valuable 

observations.  In most cases, I followed the advice given and made the appropriate changes.  By 

the time I had completed my stereo audio mix, color correction, and special effects work, I was 

ready to screen test my film before an audience made up of people who had no prior relation to 

me or my film.  This way I could get an honest reaction from a fresh set of eyeballs. 

In Walter Murch’s book In the Blink of an Eye, he advocates the use of test screenings in 

order to “find out where you are” in regards to the development of a film.  He goes on to explain, 

“you can learn a tremendous amount from [screenings], but you have to be cautious … You 

shouldn’t blindly follow what you learn,” (53, 54).  Taking this advice to heart, I created 

commentary forms for a test audience to fill out after watching the near-final cut of my film.  

Although the overall impression from my test screening was very positive, I ended up with some 

interesting disparities between commentators.  One tester says, “the sidekick of the main 

character was annoying at times,” while a different tester says, “[I liked] the main character’s 

friend [the most].  He added humor and appropriate commentary.”  In another example of 

conflicting feedback, one tester complains, “some of the angles made me feel dizzy.  I would 
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have still felt the movement of the characters when running without cutting to so many different 

angles.”  Conversely, a different tester says, “I thought the chase sequence was cut together 

really nicely.”  I believe it is comments such as these that reinforce Walter Murch’s warning 

about not blindly following what is learned from test screenings.   

Even though one person dislikes a specific element of a film does not necessarily mean it 

should be altered since there may be someone else who instead likes that element.  I think that a 

change is warranted only if an overwhelmingly significant number of testers make similar 

comments about the same issue.  For instance, if a large portion of the testers had said that they 

disliked the characters in my film, I would have considered reediting their performances to make 

them more likable.  Fortunately, over seventy percent of testers answered with a “No” or its 

equivalent when asked, “Did you dislike any of the characters?  Why?”  And of the four testers 

who elaborated on which characters they disliked, their criticisms were not consistent with one 

another, leading me to believe that there is nothing overwhelmingly negative that I should worry 

about. 

Fourteen out of the total sixteen testers report either agreeing or strongly agreeing to 

having “liked this movie” and also to having thought “this movie is funny”.  No one chose to 

disagree or strongly disagree with either of these two positions.  Interestingly, the same two 

testers to choose “indifferent” for their answers come from among the oldest fifteen percent of 

the tested group, and both happen to be male.  Although my pool of testers is too small to make 

accurate generalizations from the results, the data nevertheless hints at younger audiences liking 

the movie more than older ones.  If after testing a larger number of viewers this trend continues, I 

will have no doubt isolated my favored audience demographic. 
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There is also the issue of whether to take very poorly misspelled and grammatically 

incorrect feedback seriously or not.  One tester responds to whether he likes the characters by 

saying, “Sort, the were kinda of a modern geniric [sic] Abott [sic] & Costello.”  As atrocious as 

this person’s writing ability is, he’s still a potential paying customer to the film industry, so I 

have to conclude that his opinion, no matter how ill-stated it may be, is still important and 

ultimately worth counting. 

 I have also received comments about my fine cut from several individuals who did not 

participate in the test screening, but whose criticisms are worth noting.  One such comment 

complains that the film, although admittedly funny, lacks any kind of deep meaning or 

connection to the human experience.  Although this opinion is valid, I argue that humor is an 

integral part of the human experience and should not be discounted as such.  Henri Bergson in 

his book Laughter states, “[comedy] does not exist outside the pale of what is strictly human,” 

(3).  The writer Peter L. Berger agrees with this sentiment by saying, “laughter is a purely human 

phenomenon.  Other animals may evince laughterlike symptoms, but only human beings truly 

laugh,” (28).  So I disagree that my film lacks a connection to the human experience since 

comedy and laughter are intrinsic components of what it means to be human.  However, I do 

understand and respect the complaint that the film lacks “deep meaning”.  Even though I 

disagree that deep meaning is required for a story to be considered good, I can appreciate how 

stories with multiple layers of meanings and emotions are better able to stand up to various forms 

of analysis and subjective scrutiny.   

 A big influence behind my story’s concept, as mentioned several times already, is the 

fable The Goose That Laid the Golden Eggs.  As with most of Aesop’s famous fables, it carries 

with it a moral to its story.  Different readers may each come up with slightly different morals, 
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but one of the ones most popularly agreed upon is the notion that greed corrupts that which is 

good.  In the story I wrote for my film, I barely give the main characters a chance to become 

corrupted by the wealth that they wrongly inherit.  Tom attempts to win his girlfriend back while 

Buck plans to create “mountains of chocolate,” but this is as far as they are able to envision 

putting their riches to use before unforeseen complications arise.  If I had chosen to explore 

deeper meanings with this film, I could have explored how wealth transforms people for the 

worse, as is explored in the films A Simple Plan (Sam Raimi, 1998) and There Will Be Blood 

(Paul Thomas Anderson, 2007).   The main characters in both of these films become rich, 

causing them to slowly deteriorate into empty shells of their former poorer, albeit happier, 

selves.  But, as I have explained, this is not the mood or the style of film I set out to make.   

I have already made my fair share of deep dramatic films and I always intended for my 

thesis film to serve as a deviation away from my usual style.  I wanted to produce something 

altogether new and different in order to broaden my filmmaking experience.  I did not want 

deeper meanings and morals bogging down the particular cinematic experience I desired to 

create with my thesis, which is an experience focused on humor and action.  I know that there are 

cinephiles who revile so-called “throwaway movies” without deeper meanings, but just as these 

critics are entitled to their opinions, I am entitled to make the movies I want, too.  My next film 

may be loaded with emotional sensuality and subterfugal moral complexity, but The Toaster 

That Toasted The Golden Toast was never meant to be deep, and I make no excuses for it lacking 

in this area.  Judging from the written responses compiled from my test screening, combined 

with the feedback I have personally received from others, the vast majority of viewers admit that 

they like the movie, think it is funny, and think it is paced well.  These are the goals I set out to 
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achieve before I began the lengthy process of producing my thesis film, and because I have 

reached them all, I am therefore completely satisfied with how my thesis film turned out. 
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Chapter 5 

Conclusion 

 I learned many things during the production of my thesis film.  First, I came to realize 

that the success of any film depends largely on the quality of the crew working on it.  Two 

particular crew members failed to deliver what I expected from them, and I ended up doing their 

jobs myself since there was no one else who could.  My assistant director, on the other hand, 

committed herself to the film wholeheartedly and is a significant reason why the film was a 

success.  My director of photography was another incredibly important person to have on my 

team.  Without him, the production would not have moved as efficiently as it did.  Since my 

crew was made up of mostly undergraduate students, the level of commitment to the project 

varied from person to person.  As the director, I had to be able to gauge which members of my 

crew were the strongest and which were the weakest.  On days where I felt I had too many 

people on set, I sent the weakest people home.  Such situations are difficult since I might be 

friends with the person told to go home, but if they are not helping, they have no purpose 

remaining on set.  If I had to reshoot my film over again, I would be a little more selective about 

who I choose to crew my film. 

 Another thing I learned is how intensive and time-consuming it is to create well-mixed 

audio.  Even after recording dozens of ADR and foley tracks, there always seems to be another 

aural element that could be added to further enrich the atmosphere within the scene.  And then 

there are seemingly endless effects and modifiers that can be applied to these sound effects.  

There really is no end to the amount of tweaking that can be done.   

 Due to my genetics, I am colorblind to certain ranges of color.  This means I cannot ever 

hope to precisely perform color correction on my own.  The Toaster That Toasted The Golden 
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Toast is the first film I have ever bothered to properly color correct, but doing this required the 

assistance of my director of photography, who is not colorblind.  Through the experience of 

producing this film, I have realized that I cannot perform every single step of the filmmaking 

process all by myself.  I am more than willing to continue collaborating with others on my future 

endeavors, it is just a matter of finding peers I can depend on.   

Filming the fight scene made me especially aware of the importance of planning ahead 

during preproduction.  There were a few moments on set where I had to make sure the toaster 

was being caught and then thrown at the correct angles so that the shot would cut logically 

within the surrounding shots in the sequence, even though the sequence was filmed out of order.  

I neglected drawing storyboards to accompany my shot list, but even though everything edited 

together as I expected, I have learned that it is better to be overly safe than waste time being even 

slightly confused while on set.  Even though storyboards are a time drain during preproduction, I 

will spend the effort drawing them for my next production since they can prove so valuable. 

 When I place my thesis film side-by-side with my previous work, there is no doubt that I 

have become a better filmmaker.  My camera work, narrative pacing, and even the performances 

of my actors are all improvements over my other films.  The experience has encouraged me to 

attempt even more ambitious action sequences; perhaps next time I will even have some “deeper 

meaning” to go along with the story so there is something there for all audiences to enjoy. 

As of this paper’s writing, The Toaster That Toasted The Golden Toast has been accepted 

into two film festivals: the 2008 Outhouse Film Festival in Baton Rouge, Louisiana and the 2008 

Tallahassee Film Festival in Tallahassee, Florida.  I have submitted the film into several other 

festivals, but have not heard back from any others yet.  This makes the film’s acceptance rate 

two for two – which is quite promising, indeed.  What’s more, the film has been nominated for a 
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best comedy award as well as a best of fest award at the Outhouse Film Festival.  I see this as 

real-world evidence that the film has been welcomed by the film community.  I can only hope 

that this friendly reception sees my film getting into even more festivals where potential 

audiences from all around might enjoy the humor and action I created especially for them. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 45 

 

References 

 
A Simple Plan.  Dir. Sam Raimi.  Paramount, 1998. 

Aesop, Aesop’s Fables.  Kessinger Publishing, 2004. 

 

Berger, Peter L.  Redeeming Laughter: The Comic Dimension of Human Experience.  New York: 

Walter de Gruyter, 1997. 

 

Bergson, Henri.  Laughter.  New York: The Macmillan Company, 1914. 

 

Brown, Blaine.  Cinematography: Theory and Practice.  Focal Press, 2002. 

 

Children of Men.  Dir. Alfonso Cuarón.  Universal Pictures, 2006. 

Chthonia.  Dir. Danny Bourque.  Neverthought Films, 2004. 

Field, Syd.  Screenplay.  New York: Dell Publishing, 1974. 

 

Gremlins. Dir. Joe Dante.  Warner Bros., 1984. 

Lethal Weapon. Dir. Richard Donner.  Warner Bros., 1987. 

Men in Black.  Dir. Barry Sonnenfield.  Columbia Pictures, 1997. 

Murch, Walter.  In the Blink of an Eye.  Beverly Hills: Silman-James Press, 1995. 

 

Neverthought.  Dir. Danny Bourque.  Neverthought Films, 2001. 

Shaun of the Dead.  Dir. Edgar Wright.  United International Pictures, 2004. 

The Bourne Identity.  Dir. Doug Liman.  Universal Pictures, 2002. 

There Will Be Blood.  Dir. Paul Thomas Anderson.  Miramax Films, 2007.   

Waves of Fate.  Dir. Danny Bourque.  Neverthought Films, 2003. 

 

 

 



 46 

 

Appendices 

Appendix A: Shooting Script 

 



 47 

 



 48 

 



 49 

 



 50 

 



 51 

 



 52 

 



 53 

 



 54 

 



 55 

 



 56 

 



 57 

 



 58 

 

 

 

 

 

 



 59 
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