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A  M A N  A R R I V E S  AT  A N  U N K N O W N  H O M E  W I T H  A N  U N K N O W N  A G E N D A .



A N  O C C U R R E N C E  AT  A R V E R N E  fol lows an unknown man in his  20s attempting to gain access to an
unknown home as a woman enter ing her car regards him wari ly.  Once inside the home, his  purpose is
interrupted, rattl ing his  nerves.  As the ambiguity of  his  agenda sharpens into focus,  wariness on the 
streets escalates.

This shor t  f i lm, the f irst  narrat ive work by New York-based f i lmmaker Rober t  Broadhurst,  suggests a
modern-day r i ff  on Ambrose Bierce’s AN OCCURRENCE AT OWL CREEK BRIDGE as i t  involves the
audience in the process of  complet ing i ts  act ion.





I  wanted my f irst  f i lm as writer-director to scrut inize white pr iv i lege and 
white supremacy. I  was s ick of  seeing white savior stor ies where Black 
characters only served to redeem white ones, reassuring white audiences and 
letting us off the hook without challenging any assumptions. No matter how 
ar t fu l ly  these f i lms were made,  no matter  how wel l  acted,  they a lways 
perpetuated the delus ion that  th ings  were bas ical ly  okay except  for  a  few 
bad apples  – instead of  go ing anywhere near  the v isceral  truth  of  rac ia l 
b ias  or  structural  whi te  supremacy. 

I  wanted to make a tense Rorschach of  a f i lm by nix ing the usual  white 
proxy character and putting interpretive responsibility directly with viewers. 
I wanted to experiment,  to see i f  I  could tease out racial  bias in a compact 
runt ime using a shor t  f i lm’s unique capacity for dramatic reversals,  where 
the reversal  happened in  the v iewer ’s  mind instead of  through plot  or 
character.  I  knew this  approach would r isk provoking a range of  react ions 
based on each viewer ’s type and level  of  bias and how strong the need was 
fo r  t r a d i t i o n a l  s to r y te l l i n g .  So m e  m i g h t  d i scove r  th e i r  b i a s ,  fe e l  th e 
co n se quences,  and experience a power ful  f i lm. Others might f ind the story 
to be a tragic or even tedious statement of  the obvious.  The t iming of  when 
the f i lm would be seen, and where culture would be in that moment,  would 
also play a big role in i ts  reception.

This approach came with nuts and bolts f i lmmaking chal lenges.  Could I  tel l 
a  tense and compell ing story with a s ingle character talking on the phone 
doing such a banal  act iv i ty? Could I  get  audiences to invest  in his  fate over 
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so few real-t ime minutes? I  knew a third-person camera was needed to 
avoid manipulat ing the audience to root for or against  the protagonist,  but 
with just  one actor could I  pul l  off  the storytel l ing without the safety net of 
coverage? If  a shot or the actor ’s  per formance didn’t  work,  I  wouldn’t  have 
any editor ial  advantages.  Inser ts wouldn’t  be motivated, and I  couldn’t  fal l 
back on shots of  other characters.  Using the protagonist’s  POV would 
violate the establ ished rules of  subject iv i ty.  L ikewise,  fancy,  expressive 
shots were off  the table.  I  would need to be extra v ig i lant  to achieve the 
level  of  accur a cy  a n d  re s t r a i n t  th e  s to r y  re q u i re d ,  j u s t  to  g e t  th e 
ex p e r i m e n t  to  th e  p o i n t  w h e re  i t  m e re l y  m i g h t  wo r k .  I t  wou l d  h ave  to 
b e  s i m p l e  to  a c h i eve  a  co m p l ex  re su l t .

Finally, I knew an explicit, conclusive ending would only feed white fetishization 
of  Black trauma while adding to the onslaught of  trauma endured by Black 
people every day – but would a more nuanced f inale effect ively chal lenge 
and sat isfy the audience?

AN OCCURRENCE AT OWL CREEK BRIDGE, the Ambrose Bierce shor t  story 
and f i lm adaptat ion from which my f i lm takes i ts  name, forced readers to 
cr i t ique their  reading of  narrat ive events – could my f i lm do the same?

I needed to f ind out.
-  R O B E R T  B R OA D H U R S T



Upon reading the script for AN OCCURRENCE AT ARVERNE, I experienced a 
multitude of thoughts and feelings. I said to myself, “Okay, here’s a story that 
captures a small piece of what it feels like to be a Black man in America. Here’s a 
story that takes a stab at  turning the white gaze on i tself.”  I  thought i t  was 
conceptual ly  daring and emotional ly  powerful  but I  kept second-guessing
whether or not i t  was my story to tel l ,  s imply because the story wasn’t 
necessari ly  for my people.  As a Black man in America,  the idea of  taking 
precautions and being hypervigi lant of  my surroundings isn’t  new to me. 
It’s  how I  l ive my l i fe,  and while I  do not let  i t  hinder the joy in my hear t,  i t 
truly is  how I  l ive my l i fe – never wanting to be assumed that I ’m something 
or someone I ’m not – never wanting a stereotype to be my only spotl ight. 
So,  wh i le  th i s  s tor y  fe l t  near  and  dear  to  my ex is tence,  i t  s t i l l  d idn’ t 
necessar i ly  fee l  l ike  i t  was   for  me.

Thankful ly,  af ter an extensive conversat ion with Rober t  (writer-director),  I 
real ized it  wasn’t.  His  intent ion wasn’t  to shed l ight  on the pl ight of  Black 
men for Black people,  but instead to br ing awareness to the white audience 
o f  th e  b i a s e s  th ey  m i g h t  n o t  eve n  b e  a w a re  th ey  p o s s e s s .  A n d  th a t ’s 
p re cisely what this  f i lm does.

We learn at  an early age that there are two sides to every story,  and
somewhere in the middle,  we f ind the truth,  and the same r ings true for the
account of  race in this  country.  There’s the Black perspect ive,  and there’s 
the white perspect ive.  Some might even take i t  fur ther to say there’s  the 
vict im’s point  of  v iew and the oppressor ’s  point  of  v iew, and what I ’ve 
come to real ize is  that i t  can be diff icult  to change someone’s opinion i f 
you don’t  share the same perspect ive.  This  phenomenon is  evident in the 
very current and l i teral  race war that is  2020. In laymen’s terms, Black 
people want white people to digest  our perspect ive and be moved enough 
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to incite change on their  s ide of  the fence,  but a v ict im appeal ing to their 
oppressor very rarely inspires last ing change. Because while some may 
hear,  digest,  and change, others might display momentary sympathy and 
then continue l iv ing their  l ives as they were before.

I  chose to stand behind this f i lm because it  is Robert’s appeal to his people. 
I ’ve grown up seeing and hearing about the cal l  to act ion from Black people 
to white people,  but I ’ve rarely seen white people incit ing a cal l  to act ion 
for each other on behalf  of  Black people.  History has proven that i t’s  not 
enough for me as a Black man to tel l  a  white person, “Care about me. My 
l i fe matters.” We need al l ies and accomplices on the other s ide of  this
proverbial  fence to speak up with us to br ing about permanent change.

This f i lm is  quick and requires your undivided attent ion.  This  f i lm is  real, 
and it  wi l l  make a lot  of  people uncomfor table.  But more importantly,  this 
f i lm is  a step in the r ight direct ion.  We knew the intent ion behind it  when 
we f i lmed it  in  March 2019, but we could not have known that i ts  release a 
year later would come about during such a pivotal  moment in our country’s 
history.  Init ial ly,  we just  wanted to push the envelope, but the envelope is 
wide open now, and we want to keep it  that way.  I  hope this  f i lm wil l
inspire some much-needed conversat ions and al low people to step away 
from old mindsets and standards that hinder us from a brighter,  more 
peaceful  future.

This f i lm was a labor of  love,  and it’s  up to you, the viewer,  to determine 
how much impact i t  has on your l i fe and the l ives of  others.

-  C H A R L E S  H AY E S  I V
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Curt iss is  a Harlem school  of  the ar ts graduate,  who starred in Sundance hit  ‘Gook,’  Ryan 
Koo’s ‘Amateur ’  and Jay Dockendor f ’s  ‘Naz & Maal ik’  as well  as Christopher Morr is’s 
‘ The Day Shal l  Come.’  A versat i le  and passionate actor,  he made his  regional  theater de-
but in ‘Brownsvi l le  Song’  for The Long Whar f  Theater and The Phi ladelphia Theater Com-
pany. Fol lowing this  success,  Cur t iss made his  Off-Broadway debut in the Classic Stage 
Company’s product ion of  ‘Mother Courage’  and ‘Her Chi ldren’  and most recently ‘Para-
ble of  The Sower,’  which debuted at  New York’s Publ ic  Theater.  On televis ion,  his  credits 
include ‘Power,’  ‘Bul l, ’  ‘ The Path,’  ‘Orange is  the New Black’  and most recently in NBC’s 
‘Manifest. ’
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Rober t  is  an east  coast  suburb-raised, Brooklyn-based f i lmmaker.  He earned his  MFA in 
f i lmmaking from Columbia University where the shor t  f i lms he wrote,  produced, and/or 
edited played fest ivals  from Tribeca to TIFF. After f i lm school  he worked as an editor in 
formats from commercials  to trai lers to fashion to broadcast docudramas. Fol lowing his 
work on Kanye West’s  f irst  three Yeezy fashion launches,  he made the move to direct ing 
with campaign f i lms for Adidas Y-3, Alexander Wang, and Armani  Beauty among others. 
He returned to narrat ive f i lmmaking with AN OCCURRENCE AT ARVERNE, his  f irst  shor t 
f i lm as writer  and director.  rober tdirects.com

P R O D U C E R  |  C H A R L E S  H AY E S  I V
Charles  is  an NYC f i lm and theater producer whose credits  include projects for HBO, 
Warner Bros.,  CBS, Scott  Rudin Productions,  ABC, Marvel,  Netf l ix,  Showtime, Food Net-
work,  GQ, and various independent stage productions and Broadway & Off-Broadway 
theatr ical  productions.  With a B.S.  in Biology from Morehouse College and extensive pro-
duction experience, Charles’  unshakeable faith in the empowering message of  any story 
is  paramount for this  r is ing f i lmmaker.

C I N E M AT O G R A P H E R  |  F R A N K  A P O L L O N I O
With a strong base in st i l l  photography, Frank spent ten years in Phi ladelphia learning 
his  craft  on set  in a range of  roles on commercials  and features before moving to New 
York in 2016. He has s ince proven his  mettle in the world of  commercial  c inematography 
shooting for brands including Adidas,  Alexander Wang, Facebook, Peloton, Todd Snyder, 
and Vogue. AN OCCURRENCE AT ARVERNE is  his  f irst  narrat ive f i lm. frankapollonio.com
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Elsa Rinde has an MFA in scenic design from the Yale School of Drama. Yale credits in-
clude shakespeare’s as u l ike it and Othello; Yale Cabaret credits include Alma, Red Spee-
do, The Swallow and the Tomcat and Latinos Who Look Like Ricky Martin. She holds a B.A. 
in theater with a minor in Philosophy from Barnard College, where she designed the set and 
projections for Hamletmachine, and the sets for The Maids, Top Girls, and The Long Good-
bye. She directed and designed the web series Tabs, and has art-directed several shorts 
including Jack and Jill  and Candace. She has worked as an art department assistant and 
clearance coordinator on multiple television shows including The Deuce (HBO), The Sin-
ner (NBCU), Gotham (WB), and Elementary (CBS). She designed the east coast premiere 
production of Testmatch at Yale Rep, which was canceled due to COVID-19, and is a 2020 
recipient of the Donald and Zorka Oenslager Fellowship Award in Design. elsarinde.com
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