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Tom Stoppard : Anna Karenina: The Screenplay: Based on the Novel by Leo Tolstoy  before purchasing it in 
order to gage whether or not it would be worth my time, and all praised Anna Karenina: The Screenplay: Based on the 
Novel by Leo Tolstoy: 

4 of 4 people found the following review helpful. SCREENPLAY FOR ANNA KARENINABy Ellen E. KayeLOVED 
THE FILM, LOVE STOPPARD. A UNIQUE VISION OF A TIMELESS STORY. HAVE READ MANY OF 
STOPPARD'S PLAYS. THEY NEVER DISAPPOINT. NOR DID THIS ONE.1 of 1 people found the following 

http://f3db.com/pub/links.php?id=0345805658


review helpful. Thanks.By Leonid RivkinIt's a very good work written by Tom Stoppard! It was a real pleasure to read 
it and it helped me to better understand the idea of the film.0 of 0 people found the following review helpful. A classic 
masterpiece turned into a modern masterpiece!By KrlozMovies like this rarely come along. Amazing scenic and 
custome designs. A great adaptation of one of the most famous classic novels in history!

WITH AN INTRODUCTION BY TOM STOPPARDOur most esteemed living playwright adapts the most famous 
love story ever written in the screenplay for the new Focus Features film Anna Karenina, directed by Joe Wright, 
starring Keira Knightley and Jude Law.Tolstoys brilliant novel, tracing the tragic love affair between Count Vronsky 
and the unhappily married Anna, has moved readers for generations. Now, award-winning playwright Tom Stoppard 
re-imagines what Vladimir Nabokov called one of the greatest love stories in world literature for the screen. In an 
impeccable match of talent between source and adaptation, Stoppard projects Tolstoys powerful contrasts between city 
and country, love and death, happiness and unhappiness. The result is beautiful, stirring, and at once old and new. A 
special introduction by Stoppard offers a glimpse into the process behind his remarkable interpretation.

About the AuthorSir Tom Stoppard is the author of numerous plays, including Arcadia, The Coast of Utopia, The Real 
Thing, and Rosencrantz and Guildenstern Are Dead, as well as co-writer of the screenplays for Brazil and Shakespeare 
in Love. He has won one Academy Award and four Tony Awards, and is one of the most internationally performed 
dramatists of his generation.Excerpt. Reprinted by permission. All rights reserved.Excerpted from the introduction 
Introduction Between the first draft and the finished film, a screenplay normally passes through any number of stages. 
At the beginning, and for perhaps a couple of further drafts, scripts are white, but later each generation of altered pages 
is printed out on paper of successively changing colour, so by the time filming is over a typical shooting script is as 
colourful as a rainbow. The script of Joe Wrights Anna Karenina was no exception. However, the screenplay as 
published here is founded on the white pages of the first and second drafts, with some nods to coloured pages, 
particularly those announcing certain deletions, for page count is not as unforgiving as running time. This is not to say 
that I have restored everything the movie had no room for. In Tolstoy, Anna and Vronsky begin their life together by 
running off to Italy. Against Joes better instincts, I duly wrote an Italian sequence that was duly chopped long before 
we went into production. There was also a duel scene (of which more below) which made it as far as the cutting room. 
On the other hand, I have retained the original opening. We had decided to begin the film at Levins place in the 
country where the story was to end. The birth of a calf was the main event of the first pages. But all of that became an 
impossibility, and the reason for that (although other reasons might have prevailed even so) is of particular relevance 
here, because the screenplay now published takes no account of the greatest change that occurred to the movie 
between the writing and the filming. If this book were the shooting script, it would begin like this: Much of the action 
takes place in a large, derelict nineteenth-century Rus- sian theatrenot in the sense of onstage only, but often in 
different parts of the theatre, e.g., the auditorium, the wings, backstage, the under-stage, the fly-tower, etc. A bold 
stroke. When Joe told me about his conception, he added that he didnt want any changes to the script. The scenes 
would remain just as they were, and would be performed as in a realistic movie, for their emotional truth. He 
explained, too, that the theatre idea would not apply to the country scenes. In Moscow and St. Petersburg, and in the 
life of Society generally, including, for example, the steeplechase, the scenes would be placed in different parts of the 
theatre (thus, the first town scene, Oblonsky being shaved, would introduce the concept) but country life and nature 
would be conventionally naturalistic. It became clear that to go from Levin (delivering the calf and having his dinner) 
to a theatre curtain rising on Oblonsky and the barber would be too dislocating. The movie would have to begin by 
setting out its stall, and so it does. The omitting of the first scene was the only change brought about on stylistic 
grounds, and it was a low price to pay for the rewards to come. If I had any doubts, they were stilled at that first 
meeting when Joe showed me his new storyboards of the steeplechase with seventeen horses galloping across the stage 
and Society watching from the dress circle as Vronskys horse tumbled over the footlights. Rather than attempting a 
description of the style in operation, Ive opted for laying out the script in the form in which I wrote it, and there are 
some losses in doing so. Perhaps my favourite moment onscreen is when Anna, leaving Oblonskys house, and Levin, 
walking away from meeting his brother in town, cross paths on the stage. The back of the stage opens to reveal the 
snowy landscape Levin is going home to, and the two worlds elide for a moment before they separate. Another layered 
moment occurs at the end of Levins restaurant meal with Oblonsky, when Kitty calls down to Levin from the theatre 
balcony, where she is in her own home, and Levin looks up to see her there. Audio overlaps are, of course, 
commonplace in films, but here and in many other places its the location itself which overlaps, and Joes treatment of 
reality lifts the spirits in a way impossible to convey with a conventional scene break. 


