 SEQ CHAPTER \h \r 1Power Screenwriting
-“producers don’t get films made, actors, writers, and directors do”

-the trials of the work forged in me the substance of an artist, mythmaker, and teacher

-“we do not see the world the way it is, we see it the way we are”

-the magical power of the writer, then, is the ability to change the story, for himself first and then for the rest of his or her tribe

-the archetypes herein are the foundations of consciousness, psychology, and human evolution

Fade In:
-the truth is, the odds of writing and selling a screenplay are probably just as great as winning the state lottery

-the best and most enduring stories have always solved problems

-every story is an attempt to communicate the storyteller’s view of the world’s problems and how to remedy them

-today, we ponder the impact of technology on our intuitive selves and we wonder about integrity in an age of mindless talks shows and lottery fever

-just as our private dreams reveal our innermost fears and subconscious emotional blocks, our national scandals and urban dramas portray mankind’s collective unconscious in catharsis

-in this way, we inch forward through the power of our own myth-making and story telling.  The better the storyteller applies his craft, hopefully, the more civilization advances in its intellectual, emotional and inter-personal growth

-the screenwriter today must strive to be a prophet, shaman, truth-teller, hero and outlaw.  He must be a non-conforming, independent “free” thinker

-Freud suggests “Since the beginning of civilization, man has had but one choice, to conform or not to conform.  If he conforms he is a dead man.  His life is over, his life’s decisions predetermined by the society he joins with.  If he chooses not to conform, he buys himself one more choice, to become outlaw or hero”

-while the outlaw proclaims his individuality by striking out against conformist society, and its rigid hypocrisy, he winds up unwittingly joining an even greater nation of sheep, either in prison, or with a more harshly defined sub culture of criminals

-the modern hero, on the other hand, first determines what is deficient within himself and then elects to change, usually leaving us a chronicle how others might do the same

-“Live”, Nietzsche says, ‘as though the day were here.’  It is not society that is to guide the creative hero but precisely the reverse

-the mythic movie hero is usually someone who is acting in a way that is off-kilter.  He goes about life wounded in some capacity and that flaw affects everyone and everything around him.  When an inciting incident occurs and presents the challenge of a lifetime, the hero must strive to correct his way of acting, and make the necessary changes in time, in order to defeat his opponent and achieve his goal

-this is the general plot fo the well-told story: Someone wants something very, very badly, but must change in order to defeat his opponent and obtain his desire

-the hero solves a personal problem and undergoes a change that endears him to us forever.  We are grateful for their experience because most of us do not have the time in our busy lives to pursue self-transformation

-these normal everyday distractions obstruct them from the hard, introspective work of determining their purposes in life

-the true storyteller spends a lifetime pondering the issues he writes about - passionately arguing his point of view

-since the dawn of time stories have shaped our lives, belief systems and civilizations

-ancient myths are proof that a well told story can last for millennia

-the power of a well-told story can inspire revolutions, renaissances, religions, and inquisitions.  They are transformational on both an individual and mass scale.  The power of creating myths is one of humanity’s greatest achievements and one of the most rewarding vocations we can create for ourselves

-this book is designed to inspire and guide the new mythmakers and creative heroes who not only have the courage to change their own lives, but to create the legends and movies that will in turn change the world.  As Dostoevsky writes, “If we don’t show what man is like, he will never change”

A Writer is Born
-you are about to embark upon a wondrous journey of self discovery and enlightenment.  You are standing before a strange new threshold, pleading for admittance to the grand temple’s inner sanctum

-you are asking to join the great fraternity and sorority of the collective conscious

-“God has stolen the mind of the poet and replaced it with his own”- Hercalitus

-entry is not permissible in your present state.  We require rebirth.  We are asking you to take birth in the realm of true being, of non-denominational awareness.  We are asking you to lay yourself bare before your own inner genius without pretense, rank, or material classification

-you are now an orphan/wanderer/hero facing the great journey before you

-you are now a free soul poet, set loose to explore the moral universe that is yours and yours alone to define

-William James said “Genius is the ability to see things differently than others.”  So the hallmark of the mythmaker is to develop a second sight into the true nature of things.  For this you must stop taking the world at face value.  Forget everything you have been taught by others.  You must now seek your own view of the world

-you must find your own original voice and back it up with hard choices.  It is no longer permissible for you not to have a well-formed opinion.  We are asking you to commit yourself to your own truth and to the life of a truth seeker/teller

-when your ideas are your own, you will care about them profoundly.  This commitment to see the truth and tell it like it is the first goal of the storyteller/screenwriter

-you are a newborn hero and must turn all such preconceived notions and ideas inside you and find that the truth, your truth, lies within you

-Ralph Waldo was right when he said “To be great is to be misunderstood”

-from this day forward you will learn to love your mistakes, to nurture them, bask in them, yearn for them and grow in them because they are yours and yours alone

-you will own up to them, because from them will come your greatest movie heroes and most dastardly villains.  Listen to them; they will tell you who they are.  They are you

-being free of the failure/success cycle is the next step.  Just because our society and all of its dutiful citizens measure success in terms of capital gain doesn’t mean that you have to

-the artist/writer/hero must cast off the shackles of the success/failure mind-set that moves the world.  You are a free spirit now and this freedom means that you must wrest your life back on your own terms

-you must have time for yourself.  You must have time to work out your problems and those of the world.  This is the third step to emancipation - to acquire the artist/hero’s sentiment

-“a real artist will let his wife starve and his children go barefoot before abandoning his art” -Shaw

-the point here is that by giving credence to one’s self - one’s words, one’s ideas, taking the initial leap of faith - the artist forms a sacred pact with his art: Truth is more important than money.  Art is more powerful than economics

-“but if I don’t do this now, I’ll never do it and if I never do it, I might as well put a gun to my head.  My life will have meant nothing.  Not to myself.  Not to anyone.  I’d sooner be dead”

-somehow, saying “no” to those who want you to “Stop this nonsense and get a ‘real’ job,” is what the Universe asks of you, to see if you possess the “right stuff” and are able to act on it.  The lesson for me was never to underestimate the power of my own art to solve any problem, even my most pressing financial ones

-our modern value system is formed by this simplistic judgment alone: money is good, poverty is evil.  This philosophy only serves as an extension of slavery.  It is what keeps the rich, rich, and keeps the poor helplessly oppressed

-forget about the world, it will do very nicely without you for the time being.  The cogs of the commercial machine will keep on turning perpetually and fools will happily rush in to take your place on the assembly lines should you choose to abstain

-but what we don’t have enough of - will never have enough of - are creative heroes.  The hero breaks the chain of slavery and pursues a life of freedom.  Every writer must choose to be free and every story he tells will ultimately be about the personal journey from slavery to freedom, or vice versa

-our stories are wake up calls to humanity.  The writer is committed to awakening himself and then sounding the trumpet for others to follow.  The decision to write is not a vocation, but a calling - an opportunity for the creative individual to alert himself to a better way of living, seeing and existing.  The writer’s journey is therefore every bit the hero’s journey

-today’s writer/hero needs to develop the eyes to see the wholeness of things

The Tools of the Craft
-Tools: anything used to do work or effect some result
-in order to write the wrongs of the world, you will need to gather the necessary tools

-the screenwriter’s tools are acquired by knowing, defining, assimilating, and applying the instruments of craft:

Ideas, Themes, Premises, Paradigms, Knowledge of Structure: External and Internal, The World of the Story, Psychology, Foreshadowing, Character, Dialogue, Genre, Archetypes, Reference and Research, Time, Format, and Discipline

-it is the task of the novice writer to know the correct definition, meaning, and application of each tool

-the most important tool any filmmaker can acquire is the skill of screen story development
Development
-the first step in a movement or composition in which a theme or themes are developed

-“writing is an exploration, you learn as you go”

-“Hollywood is a place you can be encouraged to death” - F. Scott Fitzgerald

-a good way to avoid development hell is to learn and internalize the steps of development faithfully

-take time to know your craft.  Research and development are the real joys of screenwriting.  Learn to relish them

-developing a motion picture is an organic process more akin to knitting than to building a house.  It requires stitching, back-stitching, shoring up, tightening up, and then letting go

-each step of the development process leads into the next.  Each question brings an answer and each answer provokes another question.  It is the constant process of agitation and revelation that leads to a remarkable achievement

The Twelve Stages of Development
1. Determine the central theme and expand it into three acts with a beginning, a middle, and an end

2. Draft a three-act template to determine an overall strategy

3. Develop the premise

4. Determine the proper external structure

5. Develop the internal structure

6. Develop the five character relationships

7. Write a working treatment

8. Define and create the world of the story

9. Select the genre(s)

10. Research

11. Design the image system

12. Break the story down scene by scene.  Now, go to script

The First Stage: Determining Theme
-find the central theme and expand it into three acts
-“the best thing that can happen is for the theme to be nice and clear from the beginning” - Paddy Chayevsky

-every screenplay is the living proof of a theme.  Theme can be defined as what the story is really about.  It is what you will ask yourself with every movie you write, as well as every movie you see

-what is the story really about?  It is the subjective storyline behind all the action, dialogue and exposition unfolding on-screen

-from now on, you will determine, judge, and examine films for what they are saying and how effectively they say it.  It will take a lot of practice.  Once you’re on track, you will notice how every frame of a good film echoes the theme - from the visuals, to the characters, dialogue and practically every word spoken or unspoken throughout the course of the story

-a good screenplay is an entire symphony of purpose, emotion and meaning fused by and fueled by the theme

-theme is the wellspring from which the writer draws all characters, dialogue, subtext, description, action, locations and transitions.  Everything that happens in a screenplay is a direct by-product of the writer’s theme

-your goal should be to become an architect of film - try to examine films with a growing and concise criterion as to how the writer worked within the chosen theme

-watch movies and look for their themes, for the story behind the story.  Become expert in determining what they are saying and how they proved it in three acts.  Note when the dialogue, visuals, music, and action relate to the theme.  This will go a long way in helping you determine what will go into your own stories

-to develop original themes you must call upon your most subversive thoughts.  How good are you at facing your own problems, mistakes, and weaknesses?  What is most meaningful to you?  Try to go beyond the safe, obvious complaints.  You need to identify and comprehend the real problems of the world

-Joseph Campbell once wrote that every world disturbance - from a child’s temper tantrum to the outbreak of world war - is caused by a restriction of consciousness.  What is your weakness?  Pinpoint the root cause of your own problem and then engineer its solution

-the point is that the screenwriter must not only scrutinize society’s injustices and hypocritical values, but must be willing to sacrifice his own hand-me-down prejudices and come up with something truly new

-you work is to start mining the depths of life’s multi-faceted truths lurking behind everything you do, behind every person you meet and behind every single thing you hear.  All of life is crying out for you to be conscious of the infallible truth, your truth, in every moment of existence

-some films, in lieu of a specific theme, will explore a parable, or an ancient anecdote

-when adapting foreign books of wisdom make sure you understand what is being said before trying to explain it to others

-the storyteller is constantly barraged with ideas culled from everyday life.  He is the proverbial honeybee extracting th nectar of truth from life’s every passing moment.  The goal is not so much for more ideas, but to determine which ones to write about

-writing is an organic process and requires years to develop.  Every screenplay you write feeds into the next with growing clarity and skill There are no short cuts

-the joy is in the doing, the reward is the process itself
The Second Stage: Drawing the Three Act Template
-the set of all inflected forms of a single root or theme
-we must externalize the unseen

-screenwriting is a medium that demands precise structuring.  You must create in a defined area

-the Beginning is thirty pages long and provides time to introduce the theme, premise, inciting incident, main characters, problems, desires, relationships, genre, and the world of the story

-the Middle is sixty pages in length and leads the central theme, premise, main and opposing characters into confrontation and extreme conflict

-the End is also thirty pages in duration and reveals the completion and consequence of the second act build up, while also offering a glimpse of what the world might be like when the main character’s problems have been solved and the writer’s theme has been proven

-screenwriting is for the long distance runner, not the sprinter.  You have to be in it for the long haul

-the three-act structure is no more, or less, than the application of Aristotle’s maxim: “A whole is that which has a beginning, middle, and an end.”  It is not an invention of the theater, but a natural construction of mankind’s oldest myths and stories

-the three-act structure is nothing more than the canvas on which you will plan your work or art.  It is the proving ground of theme.  Your story must have a beginning, middle, and end

-to start, you need to take your central theme and configure it into a beginning, middle, and end

-when your end value is clear and reflecting the ironic growth from your first act value, you can then go back and determine the specific way in which the first one “leads to” the end value

-in the beginning you’ll want to look for sufficient irony in your thematic construction.  The themes you choose should evoke action, conflict, growth, and most of all, contrasting values
-you talent for determining values and themes will assist you in finding the underlying meaning behind all things

-finding a theme is not the same as developing a moral.  We solve problems; we do not send messages

-if you’re going to write movies, you must develop the really big ideas and the craft for writing them

-“there is more truth in art than in all the history books in the world” - Charlie Chaplin

-you first obligation is to yourself and to your vision

-humans tend to live their lives based on how others perceive them and how they are perceived in return 

-by glancing at the template, I can draw a map of where I need to start and where I need to go for my final resolution.  This allows me to pinpoint certain time references and page numbers where I will need to introduce new information, conflicts and complications to my protagonist’s quest

-I will need to bring all of my talent, craft, and experience to developing, defining and dramatizing the story of one person’s journey

-this will also be a personal journey.  One in which I will participate with all the emotion, determination, and conflict of my main character

-doing so will make your characters come alive and give you a reason to write a story with great meaning and emotional impact

-your main character should be able to prove the story’s theme.  The main character is a living window into the values, conflicts, personality, and challenges dictated by the theme, and is known as the protagonist

-the protagonist is the embodiment of your theme in action.  A character through whom your audience will actually experience the very real problems, desires, conflicts, and the quest for transformation

-it is this series of desire/plan/action/conflict and outcome that will form the internal spine of your plot.  It is vitally important to understand that plot is not something external to your main character, it is your main character

-by asking what if, I can see a premise or objective storyline emerge from my theme

-the purpose of probing the theme and applying it to a three-act template is to gradually determine the objective storyline or premise

The Third Stage: Determining the Premise
-a proposition, from one of several, in which a conclusion is drawn
-premise is the external plot line, or the objective storyline and determines how the plot, the nature of conflict and universe of your characters will interact

-it is very important that the premise be solidly organized in the beginning so that a) you will stick to your own story, and more importantly perhaps for everyone else concerned b) so you can Keep It Simple Sweetheart K.I.S.S.

-move premises have more in common with short stories than they do with long form novels.  The only way to prevent wandering too far off and getting lost is to carefully work through the premise phase

-writing is a world where all things are possible

-the premise is the screenwriter’s maps.  It is the sell-through guideline that ties the writer to his own material.  A screenplay is the result of some nineteen-thousand-word decisions culled from millions of alternatives

-each choice has an effect on your plot.  You will not find your way unless you have a clear map.  Your map is your theme translated into three acts, then clearly transposed to a well-defined premise.  The premise will contain and guide you through the forest of possibilities

-in order to develop a proper premise, you will first need to design a dramatic event that intervenes in the main character’s life and starts the action rolling.  This dramatic event is called:

-the Inciting Incident: an occurrence or event that prompts the protagonist into action
-just st the subjective storyline (theme) is transformed into the objective storyline (premise) by asking “what if” the inciting incident is determined by asking the question: when?

-th inciting incident is an essential event that spurs your hero into action and usually occurs within the first thirty minutes of the film

-the inciting incident should be a very distinct plot point - a highly dramatic intervention that propels your main character out of the first act into the second act with great momentum.  It is a critical step in all stories, and applies to whatever external structure you will eventually choose

-notice how the word “When” connects with a specific event?

-there is an art to thinking this way, but the process of seeing themes and developing them into premises is really what the screenwriter does.  We are mediums and specialized translators of the unseen to the seen

-through out craftsmanship, we make the non-manifest, manifest.  We take the big ideas and transpose them to two hours of living drama.  Or we take small conflicts and magnify them to earth-shattering proportions

-at any point, you may return to an earlier stage of development, or skip to a later one.  The only requirement is that you have a well-formed answer to all Twelve Stages before going to script

-stating the premise in three phases allows us to see an orderly sequence of events

-by developing your theme into a working premise and by expressing it in one sentence, you will come to an objective storyline

-the objective storyline can be stated in a group of concise sentences.  It is how the audience watches the theme in action.  Theme is what the story is really about.  Premise is how the theme is proven

-this aspect of screenwriting is akin to creative engineering.  Your success will come from a keen perception of universal problems and engineering their solution through dramatic conflict

-the professional screenwriter will now determine whether the story he has developed is worthy of the time and energy.  When evaluating your premise, be careful not to delude yourself, be very honest and be as objective as possible

-Is this story big enough for the big screen?

-can the story be told in a way that fulfills the utmost emotional demand for dramatic conflict?  Will the story sell, not only to a studio, director and star, but ultimately to an audience?

-whatever your answer, you need to make an informed decision and you need to know about the tool of high concept

-High Concept: A general notion’ the immediate object of an ideas that promises quick and easy comprehension

-the premise is often confused with what is generally referred to as high concept

-a good way to evaluate high concept is by asking: What’s the big idea?  Does your story have a really big idea at the core of its theme and premise?

-so apart from theme and premise you should also begin looking for the big idea behind your premise.  If you can design that idea to be immediately comprehensible, for as wide an audience as possible, you are on your way to developing a high concept movie

-there is nothing wrong with high concept.  It is a tool, nothing more, nothing less

-no matter how high your concept is, it will never replace the desirability of a well-told story.  Make no mistake about it, the studios want high concept stories

The Fourth Stage: External Structure
-a mode of building, construction or organization; an arrangement of parts, elements or constituents
-“the reality is that the single most important thing contributed by the screenwriter is the structure” - Will Goldman

-in reality, a screenplay has two structures: an internal and external, subjective and objective

Structural Archetypes: The Hero Myth
-an invented story or belief that is built in response to the collective wishes of a group
-the hero myth is a highly developed, time-honored and impeccably structured means of telling a certain type of story.  It is a neatly assembled arrangement of events so powerful, the sheer use of it will communicate to your audiences the very nature of the conflict ahead

-the hero myth communicates on a archetypal level

Three Worlds = Three Acts
-each act represents three separate worlds and six progressive states-of-being for the hero

1. The Provincial World, wherefrom the hero departs

2. The Magical World of Journey, where the hero is challenged, purged, dies, and is reborn

3. The Return World, where the hero becomes monarch or visionary and returns to the provincial world to restore order and guide it into the future

-the mythic hero’s quest is structured the same way.  The hero starts off in a provincial world, where his people are suffering and he is incomplete.  He then crosses a threshold into a magical world of journey

-we describe it as magical because this is where your hero becomes a magician: a whole and truly empowered human being

-the mythic journey through the underworld is the hero’s metamorphosis from chrysalis to butterfly

-what is most important, regardless of the location, is to show the hero confronted with an inner and outer challenge that strips him bare of all pretense and allows him to emerge as a fully realized magician.  He is now empowered to restore the world of origin (the return world) to its rightful condition

-the Myth is not just a physical journey from world to world, but a metaphorical one that we all experience from birth to death

-Carol Pearson’s The Hero Within, describes the phases of transformation as

1. Orphan

2. Wanderer

3. Warrior

4. Innocent/Apprentice

5. Magician

6. Wizard

-we leave our familial nests as orphans, to wander and develop our physical, mental, and social skills, where we become warriors in the marketplace.  As this grows tiresome, we yearn to know our inner selves better, and become innocents again where we explore more authentic ways of living and relating.  Here we develop into apprentice magicians of our better natures, as though guided by a great wise man or guru and practice becoming wise old souls (wizards) before passing beyond

-the six phases of growth can be charted through three worlds: the world of origin; the magic world of journey and finally, the world of return. The beauty of the mythic structure is that it tracks the hero’s inner growth through an outward journey symbolic to perfection

-these are not just formulas, but principles that have worked since time immemorial

-we apply these structures to more quickly communicate to our audience on an archetypal level.  You must make these principles your own, master them and apply them for different results

The Elements of Mythic Structure
-a single component or constituent of the whole piece
-the hero is not like everyone else on the surface, because we only become heroes when we set ourselves apart from the rest of the tribe

-outwardly he may be a dreamer, or even a wastrel, but inwardly he is uniquely qualified by the virtue of this separateness.  This dreamlike sense of yearning is what we all know is our destiny

-the hero seeks greatness beyond conformity, and a destiny beyond the norm

-when a hero starts his life as an orphan, it is to show he has nothing to lose.  He is unattached and unencumbered by family ties and social obligations, so he is usually portrayed as an orphan to indicate that he is not saddled with the normal attachments the rest of us have

-this sense of not belonging is a part of us all.  It connotes loneliness, a separateness, a yearning to be something that is not yet realized.  The orphan/hero’s initial problem is that he is not content to join the rest of his tribe, but looks for greater purpose beyond it

-the orphan/hero today is created by giving your main character a single and footloose statue 

-the point is that the heroes and heroines must be free to seek their destiny and reclaim their birthright

-the task is not to descend into a world of cliches, but to truly understand it the archetypal values your character represents

-he just needs be detached enough from ordinary responsibilities to be able to leave the provincial world and enter the world of journey.  If your hero is at first ensnared by everyday life, you will have to create an inciting incident powerful enough to wrench him from his mundane chores and allow him to follow the call to adventure

-the orphan/hero possesses a mysterious object from birth.  It is usually a birthmark, a medallion, a bag of baubles or sometimes an animal familiar

-the hero clings to this talisman for sentimental reasons, but rarely knows of its latent powers.  The talisman, like its human counterpart, has an obscure meaning that reveals itself through-out the world of journey.  The talisman is a physical symbol of the hero’s impending destiny and will reveal its true nature as the hero advances towards the goal

-in some instances, the weakening or loss of a talisman will signify a type of momentary derailment of the hero’s journey

-these magical figures, whether they are animate or inanimate, should be drawn to represent the inner most spiritual and psychological essence of the protagonist.  To surround your hero with such archetypal totems is an art form worthy of the very best motion pictures and the very best storytellers

-the world of the orphan/hero is best with some type of problem that only he or she can solve: drought, famine, tyrannical rule or foreign invasion.  The homeland is suffering or threatened with extinction and it is the hero’s calling to do something about it, but before it can, he must undergo an ordeal and change himself

-when developing the provincial world of your hero, try to determine its contrasting value to the world of journey, thereby making the deficiencies of one world abundantly clear in the next

-the details of these worlds should be drawn from your story’s theme.  They should not be arbitrary contrivances, but well-conceived thematic visuals derived from contrasting values

-the inciting incident of a myth is an event from the outside that sets the hero off on his journey.  It occurs within the first thirty minutes of the film.  To determine the inciting incident of your story, you ask yourself the question “when?”

-the inciting incident can come at any time and in any form.  In older myths the hero is either hand-selected by the community elders, or circumstances give him little choice but to heed the call

-the inciting incident should always catch your hero and your audience by surprise.  Whatever you ultimately choose, the inciting incident should be portrayed as the first intervention of the hero’s manifest destiny

-we exit the provincial world through a doorway into the world of journey.  This will be the first of several thresholds your hero crosses and is usually expressed by the value of surprise

-your hero experiences the first revelation and now wonders after a lifetime of dreaming, if he is suited for the momentous task at hand.  The first threshold is immediately followed by doubt and vulnerability (the decline).  It is important to stress the hero’s predicament, because like yourself, there is no turning back

-with this, we enter the World of the Journey (the middle act of your story).  It is about sixty minutes on film, or sixty pages on paper.  The rules of the story have now changed.  While the hero suffers from the problems of his earlier existence, he is constantly forced to purge himself of these nagging fears and fatal flaws

-whoever he was in the previous world, it can not help him in this one and this matter takes on great urgency as he determines the need to gather allies quickly

-in the world of journey, inhabitants are divided into two factions: they are either friends of the hero and share his goal inwardly and outwardly, or they are foes and owe their allegiance to the predominant ruler of the world of the journey

-the inhabitants of the world of journey are a wide variety of dragons, ogres, fairy folk, witches, wise men, ferryman, guardians, trolls, and imps.  If you are creating a modern myth, you may want to draw on these archetypal creatures to create their modern equivalents

-some successful modern films blend ancient archetypes and religious metaphors with contemporary situations and moral values to appeal to us on the deepest levels of our psyches

-at first, the world of journey is odd and unfamiliar, but along the way, the hero discovers that there is some inexplicable reason he has been called there.  He has been delivered here for a purpose and the more information he gathers, the more this destiny becomes clear

-friends and foes discover the hero’s talisman and recognize it as something prophesied long ago.  They conclude that the hero must seek out the great wizard to explain it further

-unfortunately, the wizard is not generally easily accessible.  He is the archenemy of the powerful ruler of the world of journey.  The wizard alone holds the key to breaking the evil lord’s tyrannical rule.  Thus, the wizard cannot be too readily available to just any stranger who comes a-calling; the hero must first prove himself worthy

-this challenge to the hero will present itself in a series of trials he must undergo to prove to the wizard that he is the “chosen one.”  The hero’s inner growth now escalates

-having already progressed from orphan to wanderer to warrior, he must now pursue his apprenticeship.  He must be laid bare and purged of his flaws and self-doubts.  For that to occur he will need magical training and guidance from the wizard

-during his apprenticeship he learns the answer to many mysteries, but most of all, he learns that it is up to him to solve his own problems and those of the worlds he must protect

-after the hero completes his apprenticeship, he sets off to battle against the evil ruler and is mercilessly attacked.  Either he is betrayed, or his inner flaw resurfaces to sabotage his progress.  The hero enters the world of death, where he must summon all of his inner strength, courage and skill to become a true magician.  There, he learns that he will not die, but will survive to become a great ruler or a visionary leader - after he defeats his nemesis

-in the third world, the hero, with his talisman in full operation, marches into battle.  By defeating the evil one he becomes a master (magician) in his own right and all mysteries are revealed.  He learns that he was not an orphan after all, but instead a displaced foundling - spirited away as an infant to live in a world free of the political machinations of the evil one

-this is where he learns that, in the dark reaches of the evil one’s castle, there is a long lost brother or sister, or a beautiful princess whom he either joins or restores to the throne

-the third world begins when the hero leaves the world of journey and returns to the provincial world.  He is now a great wise man with the power and wisdom to solve the problem of the provincial world and to successfully guide it into the future

The Beginning
-the orphan/hero, possessing only a birth object talisman, sets forth from the provincial world, and is either lured, carried away, or voluntarily proceeds (the inciting incident) through the threshold of adventure

-here he confronts a guardian of the passage whom he must defeat or appease in order to proceed to further through the world of journey

The Middle
-the hero wanders through the strange world encountering friends and foes, who either severely threaten or assist with magical aid.  He learns that this world is polarized by two forces: good and evil.  The good inhabitants look to the hero to depose the evil ruler, but to do that he must first seek out and find the great wizard

-the hero, as a wandering warrior, undergoes trial after trial and is stripped bare of all pretense and returned to innocence while preparing for his apprenticeship with the wizard

-after training with the wizard, he masters the power of the talisman.  He learns the real reason he has come to the world of journey and is sent into battle against the evil ruler

-here he is attacked and utterly defeated, and sent to the underworld of the underworld, the world of death, where he must call upon his newfound powers to survive.  He dies symbolically and is resurrected as a true magician.  His destiny is now fully manifest, his talisman at full strength, he marches into battle

The End
-the hero triumphs over the evil ruler, and there in the dark recesses of his castle, he finds his missing half - a princess of a long lost sibling.  The hero either restores her to power or marries her, and at this time is presented with a great boon from the grateful inhabitants.  The hero returns to the provincial world either as a great king or wise man

-to determine whether your premise can be structured as a myth all you need to discern is whether your protagonist leaves a provincial community and physically or psychologically journeys to another.  If there is a type of journey from one distinct world to another, with either a physical return or an implied one, you can easily assign the elements of myth

-the mythic structure can be applied to any premise or theme for uniquely different results.  It will serve you as much as you honor and understand it

-the point is not to take these principles as rules set in concrete, but apply, adapt, rearrange and create through them. They are not meant to be taken literally or used as a paint-by-numbers arrangement; the tools of development are meant to free the writer’s imagination, not to encumber it
The Outlaw Myth
Structure versus Anti-structure
-one of the most popular trends from today’s screenwriters is not the hero myth at all, but the outlaw’s journey.  While these structures appear to be new and even anti-structural, they are as timeless as the hero’s journey, but with diametrically opposed values

-the hero and outlaw take their cue from both the same alienation and discontent with conformist society.  Both are estranged from it and seek a more individual way of being in the world

-while the hero is imbued with an altruistic sense that drives his every step, the outlaw is motivated by purely selfish reasons.  The blatant immorality and ultra-violence of these tales is sometimes shocking, but they remain exceedingly moral in that they seek to emphasize a personal code of ethics beyond all others

-since the beginning of civilization, man has had but one choice: to conform or not to conform.  If he conforms he is a dead man; his life is over; his life decisions predetermined by the society he aligns with.  If he chooses not to conform, he buys himself one more choice; to become outlaw or hero

-for the mythmaker, both options are acceptable.  The distinction is this: In hero myths, the hero leaves his provincial world society to journey through a magic world and learns to shed his inner flaws and become a magician; after which he returns to the provincial world for the betterment of society at large

-in outlaw myths, the outlaw struggles to escape the criminal underworld while clinging to a single virtue, where he must redeem himself before escaping to a better life.  Instead of being obstructed by a problem, the outlaw clings to a virtue.  Instead of learning to become a magician, he struggles for redemption.  In place of saving the world, he strives to be free of the underworld and achieve a balanced life for himself

-the outlaw myth demands we stay true to ourselves and our own personal ethics regardless of the situation

-the outlaw myth is rife with metaphorical allusions drawn from the myths of yesteryear - rather then a classic after-life environment inhabited by mythological terrors, we create cities, subcultures and strife-torn situations drawn from their ancient counterpart

-the underworld was not so much an evil place as it was a mysterious and curious continuation of life

-instead of conspiring Satan, we find manipulative crime bosses.  Yet, wherever its whereabouts or inhabitants - be they devils, demons, hit men, or drug dealers - the journey out is just as demanding, purging and harrowing as ever before

The Elements of the Outlaw Myth
-in the outlaw structure, the provincial world is rarely shown, but is referred to or evoked through an object of power or a talisman.  The outlaw clings to the talisman as a fading reminder of what he once was before his fall from grace

-in this way the outlaw myth refers to the provincial world by inference only and does not require spending a lot of time there initially.  Although it is not necessary to show he became an outlaw in the first place.  The focus of the outlaw story is his liberation from the criminal underworld.  The emphasis is not on how he got there, but only that he wants to escape, and does

-in these instances, the outlaw is rarely an orphan, because he has already been living in the underworld for some time.  In many ways he is the antithesis of his mythic counterpart who has been proven to have nothing to lose.  It is an important characteristic of the outlaw to show that he has everything to lose should he abandon his life of crime

-these are boons from the king of the underworld, and serve to anchor him in his present lifestyle

-though we are repulsed by the unsavory nature of ths criminal underworld, we endow the outlaw with status and wealth to show how much is at stake for him should he decide to leave
-the outlaw is a militant iconoclast and is in the underworld because he was unable to “fit” into the weak, hypocritical

 postures of the provincial world.  Unfortunately, he now realizes that the underworld is even more rigidly conformist

 than the provincial world ever was

-the same immutable law has been applied since the beginning of time, “Once you’re in, you’re in.  There is no getting out.”  It is as old as time, because the underworld is a metaphor for Death itself

-when we first meet the outlaw, we see he is uniquely possessed of a single virtue; a quality that endears him to the denizens of the underworld and for which he has been aptly rewarded.  The outlaw can be capable of the most heinous acts - murder, kidnaping, burglary, or drug-dealing.  We will forgive him of almost anything, so long he wishes to escape and redeem himself

-the outlaw’s skill at what he does is beyond reproach.  He is extremely professional, and this too, has earned him great status among the underworld elite.  He is a “made man,” a black knight of inscrutable honor, who has proved himself time and again through the grueling trials of criminal existence

-this dramatic is as essential to the outlaw myth as it is to the hero’s, but rather than serving as an act of destiny, here the inciting incident is a window opportunity.  It is his last chance.  The law is closing in on him, or his sense of virtue is slowly dissipating

-whatever the reason, he determines he has one final score to make in a winner-take-all gambit.  The inciting incident comes as his last chance to escape.  Once he has made up his mind to “get out” he must succeed or perish

-in the outlaw myth the world of journey is replaced with the underworld itself.  The magical elements of myth are replaced with hair-raising criminal obstacles, such as the last big score, betrayal, the police closing in or death of a trusted ally

-since the hero is already in the underworld, the journey is his escape to a better life.  The difference between the outlaw and the hero is that the outlaw endures the trials and tribulations in a last-ditch effort to redeem himself

-this is a treacherous world of darkness, where anything goes, any crime is justified and any deed sanctioned, so long as it is done in the name of the Lord of the Underworld

-the supreme oath of all underworld figures is to serve the King of Outlaws.  To serve him is to serve oneself

-the only sin is to place one’s self interest above that of the outlaw king.  Once the outlaw decides to make his break, all the forces of hell will rain down upon him.  Even though it is a lawless world, the one law the outlaw must never break is his personal code of ethics

-no matter how severe his trials, or how closely he is compromised, the outlaw must preserve his code.  If he doesn’t, he will surely die.  The moment he loses his virtue, he loses his chance at redemption - or even worse, the audience stops rooting for him

-in the outlaw myth, the entire society is comprised of either friends or foes, but - because this is the underworld - the line between the two is very thin.  Betrayal, deceit, fear and self-interest are everywhere.  We do not know who can be trusted.  When we experience the ease with which friends become foes and foes become friends, we are all the more anxious for our outlaw to get the job done and leave

The Final Threshold

-the outlaw has now obtained the money that will sustain him in a better life.  Yet before he can escape he must return for someone or something (a talisman) he has left behind.  If it is a loved one, they are probably in the grasp of the underworld or the police.  The outlaw could escape alone, but that would destroy his virtue, so instead, true to his code, he returns to their rescue

-this outcome of the final conflict will either lead to his redemption, death or imprisonment.  If he does battle with the Lord of the Underworld, he must kill the Lord or win some boon in order to leave.  It is by redeeming himself that the outlaw escapes the clutches of the Underworld.  Through the transcendent power of redemption, he no longer belongs with the criminal element and is not a misfit there.  Bloodied and beaten, he escapes his hellish existence to a new life that is truly his own

-in the outlaw journey the return world is not the provincial society of the myth, but paradise itself.  As a reward for his redeemed virtue he is finally free of all social obligations, criminal or provincial, and is left to a life of his own creation.  It may be a mere shanty on the beach, but it is a better world then he has ever known.  It is the only place he fits in; a place beyond rigid conformity and restraint.  He elects to spend the remainder of his life there, chastened and resolved to a trouble-free existence, or at least until the outlaw cycle kicks in

-many stories pick up the outlaw’s journey after he has escaped the underworld.  In these films, we find him in his island paradise, or his chateau in the South of France, or locked away in some forgotten prison cell

-his expertise is needed by the very authorities who pursued or imprisoned him, only now they offer him a pardon.  Sometimes this is a set-up, and he knows it.  Other times the real culprit is a former protégée who is intimately familiar with his old technique

-what is clear is that if he doesn’t submit he will be framed with a new batch of crimes.  At this point the outlaw’s journey begins again.  Will he maintain his virtue and redeem himself, or will he be outwitted by the younger, more cunning and ruthless outlaws who follow in his footsteps?

-though they sometimes appear anti-structural, these outlaw myths adhere to a very precise structure.  Their originality

 comes from reworking these time honored archetypal principles

-to work with anti-structure it is important to understand the original elements of the outlaw structure before departing from them.  The amateur eschews structure in a misguided attempt to be ‘original,’ whereas experienced writers know the elements of structure before departing from them

-the next structure involves a type of inversion process

-no longer do we see our heroes in defiance of, or leaving, a provincial world, but entering into one after they have elsewhere redeemed themselves or transformed into magicians.  This innovation is called the inverted myth
The Inverted Myth
-this structure grew out of the mythmaker’s need to tell different types of stories, it has three variations
The Messiah Story
-in the messiah story, the hero appears in the provincial world as a stranger with wondrous experience and remarkable powers.  He possesses an inner truth that is at odds with everyone else in the provincial world.  Though he may seem to be little more than an aimless, shiftless wanderer, he is the mythic orphan already metamorphosed as magician

-in the messiah story the provincial world is an advanced society ruled by three tiers of political power: the prevailing authorities, the marginal powers, and the oppressed insurgent rebels

-it is important to show these three divisions of external authority, because the messiah story is a powerful allegory about individual (spiritual) power versus political hegemony.  The messiah tales takes the unique view that though there are many levels to the distribution of power, they are all corrupt because they call for some type of subjugation of the individual

-spiritual power seeks not to oppress, control, or to enslave, but to liberate.  It upholds the spiritual kingdom of the individual to be greater than any system of government devised by man.  As the messiah tale exposes and attacks all such contrived institutions, it is important to show the visiting magician int eh conflict with all three

-in the messiah myth the provincial world is occupied by an elite foreign government, who seek not so much to enslave but to exploit those under them.  Their overall aim is to maintain the status quo.  Their power is absolute and this makes them completely apathetic to the personal aspirations of their subjects

-they are so confident in their military might, that they may even dispense some political autonomy to marginal powers beneath them so long as it doesn’t threaten or interfere with the export of riches

-the second tier of political power in the messiah tale is compromised of the marginal powers who receive their influence from the prevailing authorities.  They are characterized as exceedingly ambitious, unyielding and more overtly power hungry than even those from whom their power derives

-the detail-driven bureaucrats who delight in the minutia of properly crossed t’s and impeccably dotted i’s

-ultimately it is this group that is most threatened by the arrival of the orphan/magician wandered on to the scene

-amongst the citizenry of the provincial town there is great unrest.  A handful of dissidents seek to overthrow the foreign infidels and establish home rule.  They are opposed to the prevailing authorities, and to the marginal powers as well.  The insurgent rebels are likable, well-meaning and more noble than all the others, but nevertheless still aspire to have their will prevail over the populace

-they’ve stopped believing in the people they seek to free and now seek only their share of the political pie.  Thus, the tiny provincial world of the messiah structure is a highly charged political, volatile mixture where the least sign of disturbance could upset the very fragile balance of power.  Into this precarious mixture wanders... the hero

-the orphan/magician/messiah has not political, personal, agenda or allegiance.  He is a loner, a maverick, a philosopher who speaks from his own experience - the truth of the pilgrim.  He has seen much in his young years and knows it is in no one’s interest, certainly not his own, to get involved in local or factional politics

-he preaches naively, perhaps reluctantly, of the personal freedom he has known in his travels.  He is an idealist - someone who has been touched by the kindness and barbarism of different lands and peoples.  He is a champion of the poor and underprivileged, as these are the good souls who have fed and clothed him along the way - asking only for his blessing in return

-he wanders about speaking this truth, never realizing he is about to become a pawn in the political game of much more cunning individuals than himself

-as the word spreads throughout the provincial world about the pilgrim’s amazing insights and experiences, he attracts many curiosity seekers, fans and skeptics.  He greets them all with the same openness and warmth, as if each were a different land, a different experience of their own.  He does not juge them, as others might, but welcomes them equally into the fold, extending to them whatever he can in sage advice and hard-earned wisdom

-he does not realize the magnitude of his gift, nor does he see himself as offering anything more than a personal truth.  He never senses, until its too late, that his message of spiritual empowerment is exactly what the common man has been yearning for

-as legends, stories, and rumors of miracles spring up around him, the messiah dismisses them as little more than what is available to all who seek “the kingdom within themselves.”  He makes a mockery of those whose self-importance or political wrangling blinds them to the inherent worth of all mankind

-as a result he offends as many as he endears.  The power of his simple truth is very threatening, even dangerous, to those who seek to impose their authority on others.  So, the more the people hunger for his message, the more the marginal authorities become increasingly alarmed

-many of those self-same tales of wonder are manufactured and even amplified by the self-interested parties who intend only to shake the various factions of power to their very core.  They are less interested in the magician and his word, but rather in the momentary advantage he brings to those who associate with him

-eventually he becomes attractive to the insurgent rebels who quickly see him as a potential ally to their unpopular struggle

-by now the messiah is god to some, devil to others.  And while he is much too powerful to attack directly, the marginal authorities set out to discredit him where his is most vulnerable - through the dubious collection of hangers-on and disciples who cling to his afterglow

-there has been infighting and squabbling among them, each claiming to be closer, more enlightened, more favored by the magician than others.  To those disciples he disappoints, usually through some misconstructed, self-serving rationale, the messiah becomes expendable

-the betrayer see the messiah as a traitor to his zealous political cause, and maintains his own aspirations above the innocent grace of the magician’s teachings.  He elects to betray him as he feels he has been slighted.  As a result, the Judas character plays into the hands of the marginal powers who have been desperately searching for a way to bring the messiah down

-at this point there is a trial, where ludicrous, trumped-up charges are made.  The magician is astonished by the spectacle  his simple teachings have caused.  He defends himself, but cannot and will not betray the truth he has come to know as his own.  His personal message applies to aristocrat and plebeian alike

-while spiritual empowerment is almost laughable to the prevailing authorities, it is a great threat to the marginal powers, who secretly envy him.  So, they seek his humiliation and execution before all.  The prevailing authority defers to the marginal ones.  Sentence is pronounced.  The magician must die

-a public humiliation follows, where disciples and skeptics all participate.  The disciples are as eager to see the messiah’s miraculous powers put to the test as much as the skeptics seek to have him exposed as a charlatan 

-but the magician is a true traveler and does not fear death, because he has lived and died many times, traversed many such thresholds in his journeys.  He greets the transformation from life to death as he might any foreign land.  He sees the next world as a better place than the one he is leaving

-the martyred, crucified and slain magician is a metaphor for humankind’s fear of individual or spiritual empowerment.  You might say that the crucifix is no longer the symbols of a dying god’s love for his creation, but of a prevailing establishment’s warning against anyone who dares to claim their divinity

-indeed, how may of us have sacrificed our true magician selves in order to conform to society-at-large?  The witnessing of the magician’s demise shames even the harshest critics; compelling sinner and saint to ask “dear god, what have we done?”

-while the skeptic walks away unrepentant, the disciple is inspired to change his life forever.  In the end, the magician’s death is no death at all, but a spiritual rebirth in the hearts and minds of millions.  The one is sacrificed so that others can truly be spiritually free

The Vengeful Messiah, or Angel of Death Story
-in these dark, exacting and horrific tales, the orphan magician returns to the provincial world on a terrible mission, as the Angel of Death.  He is now hell-bent on exacting retribution from those who wronged him in the first place.  He is the martyred magician returned, not with the spirit of freedom, but of righteous indignation and vengeance

-there is no message of personal freedom here; the time for preaching and gentle parables is over.  There is, quite simply hell to pay.  The avenging angel returns to expose corruption, hypocrisy and sin, to separate the good from the evil with the swift sword of judgment

-there is no ambivalence allowed toward the Angel of Death; you are either friend of foe.  No last minute conversions will be accepted.  One must have demonstrated a commitment to the truth long before the Angel of Death appears on the scene

-“whenever and wherever there is a decline in goodness and predominance of evil, at that time do I manifest myself in order to deliver the righteous and destroy the miscreants” - excerpt from the Bhagavad Gita

-the provincial world is wholly corrupt and without a single virtue.  It is not a real community bound by laws and ethical justice.  It is a collision of devils, a den of inquiry, a conspiracy of hypocrites, and miscreants disguised as god-fearing, law-abiding citizens

-the provincial world is peopled by a stark collection of desperate men and women hiding some dark secret or heinous crime they have committed in the name of progress.  They are like the marginal powers who were responsible for putting the magician/messiah to death.  They are vicious, weak, and conniving bunch of jackals, who have gotten away with murder

-desperate to get on with their meager lives, they convince themselves that what was done was unavoidable, and for the benefit of all.  Their rationale, denial, and machinations make them pathetic in our eyes, and hence all the more deserving of the devastations to come

-the vengeful messiah is the ghost of the slain magician returned.  He is the messiah delivered from life, but not yet emancipated.  He must accomplish one last deed before his spirit can be free.  He appears on the scene not as a free spirit or benign traveler, but as a haunted, driven, mysterious stranger

-there is something vaguely familiar about him, an air of mystery surrounds him that the corrupt citizens cannot place.  It is with this quality of haunting, vague recognition that the avenging angel starts to tear at their fragile infrastructure

-at first, the Angel of Death appears to be cruel, and we are unsure about his intentions. Is he good or evil?  He is swift, opinionated, and ruthless.  As he goes about befriending various outcasts, misfits, and underdogs, he upsets the tenuous threads that hold the community together, gradually exposing all the hypocrites for who they truly are

-bit by bit, we start to see the town unravel.  Although they scarcely realize what is happening before it is too late, the martyred ghost begins to separate the righteous from those who were directly responsible for his death.  It is not solely or revenge that the avenging angel returns, because vengeance is not virtuous in itself; the Angel of Death has come to 

restore the righteous.  So his purpose must be shown to be twofold

-the Dark Angel is both attractive and repulsive to the opposite sex.  We measure his goodness by the way the good and the downtrodden are drawn to him.  They have lost faith in the weak, simpering manners of the town leaders.  They look upon him as a real man, a real woman.  As a result, the Angel of Death causes familial and marital disharmony, liberating the good spouses and off-spring from their contemptuous husbands, wives, fathers and mothers

-in this way the avenging hero pits good against evil, father against mother, child against parent

-now a reverse humiliation takes place as the avenging angel uses his power to expose, ridicule and embarrass the citizenry with the truth about themselves.  The terror escalates until the town is uprooted, if not destroyed all together

-in the end, the martyred magician leaves, taking his rightful place in the beyond.  His true identity as the dark secret the town so desperately sought to conceal.  The evil doers have been vanquished and the good are elevated to power, and we, the audience, have been severely chastened along the way

The Blithe Angel of the Angel of Mercy
-these are tales of joy, music, wonder and laughter.  No longer do we have death, vengeance, political intrigue and retribution on our minds, but exactly the opposite

-the blithe angel is the liberating orphan/wanderer/magician come back as divine rascal.  He is on a mission of deliverance not from evil, but from banality

-the blithe angel is the Hermetic trickster known in every culture as the make of merriment, or the holy fool.  He seeks not to destroy us but to lift our spirits high and to remind us to have a good time while we are here on Earth

-he has all the magical/masterful qualities of the messiah and the Angel of Death, but very little awareness of who he really is.  In fact the blithe angel often takes his considerable gifts for granted - freely dispensing them to one and all wit 

little discernment.  He shows us the folly of our staid and stodgy ways, not through martyrdom or wrath, but through

mischief, music, and gaiety

-this is an idyllic world where the people, rulers, aristocrats and commoners are equal to each other.  They share the blessings of their community as well as a common problems.  The community is made up of stern, ritualistic, rule followers, who believe in law and order even when they seem to be overburdened by it.  They cling to values without a lot of thought or deliberation on the matter; tradition, marriage, class, the “old ways,” old time religion, and other foolish consistencies rank high on their list.  They do things not because they enjoy them, but because “that’s the way it’s always been done, and who are we to change it?”

-the prevailing authorities in the typical blithe angel myth are those of the well-intentioned town fathers.  Rather than being decadent autocrats (as they appear the messiah tales) these are well-known, and much beloved characters you would find in any town, the mayor, judge, the congressman, the librarian, the revered.  In this case, the marginal powers are the average everyday citizens, merchants, and menial servants who prove themselves to be much more sensible than the elected officials

-the young people take the place of the insurgent rebels, but rather than pursuing the outright overthrow of the prevailing authorities, they express their restlessness through innocuous acts of defiance, either by breaking long established social taboos, or by crossing rigid class and racial lines.  These young rebels love their parents and believe them to be well-meaning, but also wish they could lighten up and have a good time themselves once in a while.  Admittedly, the prospect of this occurring without direct angelic intervention is clearly out of the question.  And into this mix wanders...

-up first arrival, the orphan/wanderer/magician, this hapless unassuming angel of mercy confronts the troubled community and is sufficiently put off by it.  This is the last place on earth he would choose to settle down. The town is an easy mark for the kind of magic he freely dispenses: whether it is his usual con job or any other light-hearted diversion.  He can hardly work up a reason to stay in this sorry excuse for a town

-they’re not worth even cheating he concludes, and swiftly attempts to depart.  But he can’t leave.  The road is blocked, the train is down, or some other force majeure prevents him from exiting (the inciting incident).  Ths is the first indication of the wandering angel’s destiny.  There is a reason he has been sent to this place, however reluctant he is to admit it

-the blithe angel is gradually defined by some of the town’s young people or other social outcasts who are won over by his magical, whimsical ways.  They have secretly shared his philosophy for years, but never possessed the courage to act on it.  They use the angel’s encouragement to break all the rules as a testing ground for their own repressed desires

-either they want to sing, dance, marry someone from the wrong side of the tracks, start a woman’s football league, hold a beauty pageant or some other frowned upon act of independence

-the blithe angel encourages these acts of sedition with naive, blind, and unabashed enthusiasm.  “Follow your dreams,” the angel sings. “Life is too short and sweet to live in the shadows of suppression. Live for the moment in love’s sweet embrace and never worry about tomorrow.  Let tomorrow take care of itself”

-of course, this flies in the face of the conventions of the prevailing authorities.  Very soon, the rumors of the angel’s words and miracles spread, earning him more and more disciples and adversaries as he goes along.  All the while, the blithe angel grows wonderfully giddy about his accomplishments

-because of his initial contempt for the townsfolk and the marginal powers it has been easy for the blithe angel to dispense, encourage and promote a sort of benign mayhem without taking responsibility for the results of his unbridled enthusiasm.  And very soon too, do all those wild exhortations come home to roost, when tragedy befalls the angel’s closest ally and he or she either winds up injured, in jail, or pregnant.  This leads to a crackdown by the powers-that-be upon the young people, but most of all that foreign rabble-rouser

-the angel is brought to trial on trumped-up charges. We have never seen him so defeated.  He blames himself for the predicament, for he never should have stayed so long.  Like all the many other times and places he visited in the past, he should have gotten out while the going was good.  During this period, the blithe angel’s own Garden of Gethsemane, he seems to be in most need of his own special medicine.  At this time it appears everything he ever stood for or warned against was wrong

-when the angel begins doubting his own message, it looks like fear, conformity and the status quo will triumph.  As his trial before the community builds toward its inevitable conclusion and the situation appears hopeless, his chief disciple appears at the very last possible moment to testify on the angel’s behalf

-he or she is the one most adversely affected by the angel’s medicine.  At first by enthusiastically supporting him and then later by rallying others to the cause.  When tragedy strikes, the chief disciple become a perfect example of everything they were warned against and brings about the worst possible fate for himself and the blithe angel’s cause

-either in a wheelchair, jail, or maybe pregnant form an interracial affair, the chief disciple proclaims the angel’s medicine as “more than worth the trouble” and, rather than condemn him for it, he or she outwardly proclaims it to be the “best experience” of his or her life

-in the end, through the chief disciples personal intervention, tragedy, and testimony, the townsfolk and people of the community are forced to admit that they, too, have changed for the better in wake of the angel’s visit

-at this point, the blithe angel demonstrates a display of miracles, converting even most hardened skeptics.  The town revitalizes where the Angel creates marriages, friendships, and alliances that once were possible.  In the end, the angel awaits word from above: will he be ordered on to his next mission, or will this be his final resting place?

-an important detail is to make the opposing values between the angel and the provincial world very clear from the very beginning. Let it be shown without hesitancy that he possesses exactly the right medicine to cure this community, and, even if we don’t see it at first, the community has the perfect formula for him

The Way of the Fairy Tale
-a statement or account of something incredible
-in the fairy tale we see all three worlds of the myth; the provincial world, the magical world of journey and the return world, all condensed into one world: the fairy tale kingdom.  The difference between them is that in the fairy tale, the hero emerges from within the fairy tale kingdom itself, rather than wandering away from, or stumbling into it

-there is a king, a queen, a castle, a village, and a community of craft persons, commoners, farmers, merchants, and culture of noble men and women.  There are also outcasts in the form of ogres, dragons, witches, gnomes, and fairy folk. In other words, it is a completely self-contained society, a universe in miniature.  This can be the Little Italy of today, the summer camp of yesteryear or any small community in the future

-what we communicate through the fairy tale structure is the insular similarity of the human village in general.  It conveys the subtle imperative that no matter how far you travel in distance or in time, human beings are basically the same everywhere you go

-the fairy tale kingdom is the complete history and scope of human culture in a single glance.  The fairy tale structure gives the audience an immediate sense of the protagonist’s world and his or her social standing in it

-from the moment the fairy tale story opens, there is a wedding, a christening, a coronation, a tournament or festival in progress.  This establishes an instantaneous familiarity with your audience.  They will derive untold comfort in knowing, much like their won lives, that the action about to take place will do so within the ranks of the immediate world presented.  Intuitively, they know to seek out the protagonist and focus their attention on the hero’s quest against overwhelming odds

-the fairy tale kingdom is peopled with denizens from all walks of like: nobles, merchants, farmers, laborers, as well as fairy tale figures of imaginary origins intermixing in the full spectrum of daily life

-these are extremely quaint communities where an individual’s social status is immediately apparent simply upon meeting them for the first time.  We can tell who’s who with little or no introduction, and this is one of the greatest advantages of the fairy tale structure.  You don’t have to spend a great deal of time setting your story up

-the protagonist of the fairy tale usually starts off from either a very lowly position, or extremely high social status, because the most salient purpose of this structure is to chronicle the adventures of the lowly being uplifted, or the high and mighty being humbled

-these stories were born of a time of entrenched social oppression

-thus we find in the archetypal regions of the fairy tale the perfect means for fashioning a tale of social redemption, magical intercession and fateful resurrection from the dreariness of humdrum fate.  The fairy tale is a remarkably 

democratic examination of the human condition.  They are equal opportunity morality tales where everyone is worthy and at the same time potentially corrupt.  The noble is just as flawed as the peasant, the butcher as seductive as the courtesan, and the duke can be as dumb as a bag full of dirt

-the perfect fairy tale hero is understated, innocent, humble, and as yet, a blank slate upon which the adventure ahead will demand the utmost

-the curse is a common device of the traditional fairy tale and its use in the modern screen story often supplants or accentuates the role of the inciting incident

-the curse can be a dramatic event from the outside that spurs the hero to adventure, or it may be the principle obstruction preventing him from doing so.  Either way, it is this principle action levied against the hero, his community, or his beloved, that will prove itself to be the most persistent foe throughout the adventure

-the curse shall remain the hero’s primary objective and persistent adversarial force, right up to the tale’s exciting conclusion

-the inner flaw of the mythic hero, or the much-beleaguered virtue of the outlaw, is replaced by the curse in the fairy tale structure.  The hero must struggle to overcome this curse and either vigorously prevent it from spreading, or break it all together

-fairy tales retain their link to the myth by creating special objects of intense power.  Since these tales are about the low made high, the objects of power introduced are usually of common origin, i.e. the slipper, the magic bean, the spinning wheel

-the important detail here is to make the object, like the hero himself, of humble origins, so that its supernatural power is not immediately apparent, but grows with the increasing emancipation of the protagonist

-the constant in the fairy tale theme is one of human triumph over impossible odds

-the fairy tale evolved from the Greek Myth, and later became Christendom’s way of assimilating their inherent values into their own belief systems

-fairy tale stories often have strong thematic composition precisely because their purpose is to correct an imbalance in an  artificial or unjust social taboo, be it the caste system or misplaced appreciation of material values

-today, with our skepticism about magic and divine intervention, we create characters who emulate the values of the fairy tale villain

-by finding original inspirations for these timeless archetypes, you can mine the riches of your storytelling past fore endless updates and ever meaningful variations on eternal themes

-to determine whether your story fits the requirements of a fairy tale structure, ask yourself:

1. Does my hero rise from within the provincial world?  2. Is the hero afflicted with a type of curse? 3. Can the inciting incident be a form of that curse being delivered? 4. Must the hero free himself from the curse to obtain what he wants? 

5.  Is the provincial world a self-contained community within a community, or should additional worlds be established?

-if the fairy tale elements are strong, then use them to develop your story to perfection.  Once again, your success will not come from imitating these structures, but by intelligently creating new stories through them

-we choose the proper structure as a way of appealing to the audience’s subconscious.  Think of these structures not as formulas, but as prescriptions.  Ultimately, all stories are constructed to remedy our most glaring social and personal ailments.  The lay audience is usually unaware of a structure being myth or fairy tale, but when used properly, there is an unconscious recognition

-while all structures grow out of one another, and contain many of the same qualities, they are unique unto themselves.  Make it your business to understand the intrinsic qualities of every available structure, and pay homage to them, but do not enslave yourself

-we must continually grow, expand, depart, and transcend.  Storytelling and myth-making are living and organic arts.  The artist/hero/writer knows and commits himself to this principle

Drama
-a composition presenting in dialogue or pantomime a story involving conflict or contrast of characters

-in the drama, we generally move the center of conflict to a central arena to intensify the level of interaction

-dramas look to pare down all superfluous outside influence to examine th psychological nature of human beings interacting on the most intimate of basis - i.e. real human beings with all their flaws, foibles, hopes and dreams in the same room, house, boat, or elevator

-the drama is the living proof that not only does proximity breed contempt, but also catharsis, conversion, and conflict

-the dramatic structure is therefore a microscopic examination of how human beings relate to one another.  The use of archetypes can be employed, but the flaws and virtues once outwardly evident are now concentrated and disbursed among an assembly of individuals in an extremely close environment.  The intelligent use of dramatic structure warns us that we should not get too comfortable, the psychic crap is about to hit the fan

-Aristotle’s basic law of the Unity of Opposites.  This determines why a group of contrasting individuals might come together when under normal circumstances they would flee from one another

-the protagonist of the drama is the embodiment of the author’s idea or theme.  It is the belief or intense perception of man’s nature that will emerge bloodied and defeated or wonderfully triumphant when the story is over.  This medium is not for the meek of heart.  Drama is the chosen form of masters

-in the drama, as in the fairy tale, we learn what all the main characters desire very early on in the story.  It is the characters’ individual desires and plans that will clash with others as the plot thickens.  What the main desires is usually very simple, but because of the antagonistic forces at work, it will be almost impossible to achieve

-in the world of drama, the characters are drawn from real life situations

-they represent the full spectrum of social standing and our deepest, darkest human foibles and frailties.  Dramas are intensely cathartic tales with each character representing a particular flaw, a belief system, or personal restriction awaiting exposure and final denunciation 

-in dramatic structure the inciting incident is a powerful event that draws an unlikely group of people together, or pulls a closely-knit group apart

-the end of the drama is usually achieved through tragedy or personal victory, but whatever the outcome there is an ironic twist to it - the protagonist may get what he desires, but now it doesn’t seem so desirable.  The real hero of any drama is the writer’s intention, and those in the audience who appreciate it. As these are usually highly personal revelations, they don’t always present universal solution

-in each case, while the hero comes out short of their goal, it is the writer’s theme and the audience’s revelation that are the true beneficiaries

The Fifth Stage: Internal Structure
-Plot: The plan, scheme or internal structure of a play, novel, poem, or film
-without determining and planning the protagonist’s need to change in order to defeat his opponent, we will merely construct a sequence of events with no integrity or spine
-the spine of the story is achieved by following the protagonist as he goes about striving for what he wants and by changing his values in order to defeat the opposition and achieve his desire

-the range of a characters growth is the most compelling aspect of a myth, drama, or fairy tale

-the screenwriting masters prove time and time again: plot is character and character is plot
The Twelve Stages For Plotting The Main Character’s Growth
1. The main character’s shadow (Backstory)

2. The inner flaw

3. The moral consequence of the inner flaw

4. The main character’s immediate desire

5. The inciting incident

6. The main character’s overarching desire as a result of the inciting incident

7. The main character’s objective to achieve the new desire

8. Developing the Antagonist/Opponent

9. The conflict between Protagonist and Antagonist

10. The main character’s realization as a result of the conflict

11. The main character does or does not obtain his overarching desire

12. The impact of the world of story

1) the shadow event in a characters past that looms over his everyday actions and sensibilities

-we must give the audience a sense that our characters and their world have existed all along

-the purpose of developing your protagonist’s shadow is to find out more about him and the cause of his problems and desires.  It will give you important insights as to why he is acting the way he does and why he must change

-it is far more effective to let these details unfold gradually throughout the script, rather than to dramatically spell them out for the audience

-amateur writers often make the mistake of beginning their screenplay in the backstory

-the professional screenwriter knows to begin the story, as with every scene in the script, as late as possible.  The working maxim is, only provide as much information as the audience needs to know, when they need to know it.  Irrelevant and unnecessary information, provided out-of-context, only serves to burden the story structure

-knowing when to impart pertinent details is an important part of the craft of screenwriting

-through the deft articulation of a character’s past and the intelligent placement of those details, we create a sense of history, tension and destiny before the actual events of the story begin to unfold

-proficiency in creating multi-dimensional characters with compelling backgrounds is time-consuming, difficult and requires years of practice

-the screenplay is a blueprint of a complete motion picture from the writer’s point of view.  For now your screenplay must come as close to the finished product as possible

-the clue to exploring the shadow of any character you develop is to go to the end point of your thematic equation and work your way backward

-dramatic values deal largely in opposites

2) the inner flaw
-you determine your main character’s inner flaw through the theme of your story

-determining a character’s inner flaw is one of the most delicate and complex challenges a screenwriter faces.  Your main character must be shown to have a problem without destroying his or her “likeability”

-this will require a great deal of finessing and rewriting.  At first these problems may obscure your main character’s better qualities but, through constant reworking, shaping and rewriting, you will find the delicate balance you need

-novice writers tend to invest their main character solely with heroic qualities, and this makes the character appear shallow and one-dimensional

-your heroes will be much more interesting by shading them with inner flaws and colorful idiosyncrasies without destroying their charm or interest.  In the end, their real natures will become apparent, not in isolation, but through the choices they make and the opponents they battle

-the best way to develop inner flaws in your main character is to mine dramatic situations and character traits from within your theme, and then weigh the character’s actions, desires, and beliefs in relation to those of their allies

and opponents

3) the moral consequence
-for every action there is a reaction.  For every deep psychological problem within, there is a deep moral consequence extending without.  This law of conflict and consequence determines the next stage in the development of internal structure

-you hero must not only be shown to be suffering from an inner flaw, but his actions must be shown to be impacting others as well.  It is this “moral” connection within and without that must be confronted and ultimately corrected throughout the course of the story.  This gradual confrontation and correction dynamic comprises the bare skeleton of your story’s plot, character growth and story arc

a) the first scenes reveal the protagonist’s inner flaw and the consequence it has on the world order

b) the next step will be to reveal the protagonist in direct confrontation with the story’s antagonist or villain

c) the next phase of character plot is to show the protagonist struggling with his own allies

d) finally, the protagonist must face their deeper, most inner flaw, and apply the right solution to defeat their opponent and obtain their desire

-these important steps are a vital function of creative engineering as they will foreshadow the final impact on the world of the story

4) the main character’s immediate desire
-the general operating theorem of motion picture stories is: Someone wants something very, very badly, but must change somehow in order to defeat an opponent and obtain his desire

-this want of desire forms the central dynamic that fuels the character’s growth and story plot.  We stick around to see whether or not the hero achieves his desire - or not.  There are often two or more types of desire lines within the course of one film: the immediate desire and the overarching desire

-while the immediate desire may (and often does) change, the overarching desire generally does not.  While your protagonist may make various choices along the way that veer away from the overarching desire, in the end he must fail admirably in achieving it, obtain it against all odds, or find something much, much better to replace it

-at this stage, we focus on the main character’s immediate desire as established in the first act

-the purpose of establishing an immediate desire line is to further define your main character in the beginning, so that after the inciting incident the audience is ready for your hero to undergo an immense change. This changed desire will forge the objective storyline and provide the spine for future acts

5) the inciting incident

-the inciting incident will force your protagonist out of the first act and into the second with great thrust and momentum.  Obviously, this event will differ from one story to the next and vary according to what external structure you choose

6) the main character’s overarching desire

-“always give the audience what they want, but never what they expect” - Robert Mckee

-in each example we see the need to set-up an immediate desire for the protagonist and then change it to the overarching one after the inciting incident.  This creates a more fully developed storyline and drives the character through the second act with increasing momentum

7) the main character’s objective: to achieve his overarching desire
-here we set up a “plan of action” or an objective of how the hero goes about obtaining his overarching desire. This objective is a way of layering in and foreshadowing certain expectations the audience will anticipate as the hero advances towards his goal

-the operating maxim here is to give the audience what they want, but never what they expect.  This frees the writer to employ the sleight of hand maneuvers of a magician in order to keep the audience in suspense

-the point is to notice how the story focuses our attention on a specific object and hold it there for as long as we need it.  Then, we no longer require it, or are threatened with exposure, we dismiss it without further ado.  We do the same when we establish the hero’s objective.  We set up a series of anticipated actions for the audience to expect and then constantly challenge them to keep the audience guessing

-plot holes, objects of power and plans of action need not always be inscrutable.  They can and must be dealt with via skilled and authoritative writing that uses creative problem solving

-the main character’s objective is directly related to the objective storyline and to the premise of your story.  It is the way in which the protagonist proceeds along a certain path in order to achieve his desire.  It is important to develop and communicate this to your audience, as it is how they track the success or failure of your hero’s decisions.  It is

 up to you to complicate this plan and effectively obstruct the hero’s progress.  The nature fo this obstruction comes

in the development of an ingenious antagonist with a carefully delineated objective of his own

8) developing the antagonist/opponent

-one who is opposed to or strives with another in any kind of contest; an opponent or adversary

-“the more successful the villain, the more successful the picture” - Hitchcock

-if a hero were to begin a journey and progress smoothly with nothing to oppose him the audience would quickly lose interest

-our fascination with movies comes from watching people overcome obstacles in order to obtain their heart’s desire.  So we measure a hero’s mettle by how he succeeds in resolving his inner flaws, defeating his opponents and getting what he wants

-likewise we size up the adversary/antagonist by how effectively he obstructs, competes with or attacks the hero’s progress

-in the drama, the hero faces the most powerful adversary of all; the spouse, boss, child, friend, parent or anyone who is intimately familiar with the hero by blood, circumstance, or even coincidence

-the development of the antagonist in relationship to the hero forms the basis of the central conflict of every story.  It is the opponent who plants the seed of doubt, prompting the question “Can the hero succeed?”

-the adversary is directly connected with the protagonist’s inner flaw and outward desire.  To develop the best adversarial relationship for your hero, determine what your main character wants, and what their innermost stumbling block is to getting it.  When you have the answer, you can create the best adversarial opponent to impede their progress on both fronts: their inner flaw and their outward desire

-at this juncture it is important to point out that every problem that arises can be fixed with good writing.  Do not shrink away from problems; fix them.  Plot holes and illogical progressions are a part of the process of problem-solving and creative engineering

-the working principle of the Unity of Opposites is that under normal circumstances, antagonist and protagonist are such uniquely different individuals they would hardly associate in the same world.  Hence, we need to create a situation where the two come together to confront one another

-as a screenwriter it is not enough to have worked out a logical theme in your head.  You will need to prove your point dramatically on paper through intense conflict and well-defined characterizations

-you will have to reveal these psychological and dramatic developments through action

-create, don’t narrate

-you will need to orchestrate these conflicts through a sequence of carefully chosen dramatic events over a common ground of conflict

9) the conflict between protagonist and antagonist
-the hero engages in battle on two fronts.  First, he struggles with his inner flaw while striving to achieve his overarching desire - which in turn obstructed by the opponent, who also attacks our hero’s inner flaw

-we can start to develop the particulars of exactly how the antagonist will attack.  This is done by determining the most ironic and familiar connection between protagonist and antagonist, and by determining the main character’s immediate desire as well as his objective in achieving it

10) the main character’s realization as a result of the conflict with the antagonist
-this is the final defining moment in the best motion pictures, when the mystery is revealed and, as Arthur Miller says, “we finally understand what the story is about”

-at this point the subjective storyline (theme) converges with the objective storyline (premise) to become a wholly expanded thematic revelation - delivered with all the impact of a lightening bolt.  It has this effect because it is exactly what happened to the writer when he discovered what he really was writing about

-it is the deep subconscious gold he looked for when he first started the piece, the alchemical magic of transformation that all stories have the power to convey

-in the best films, the audience shares the hero’s final revelation.  This is the real nectar of the screenwriting, myth-making, storytelling process.  It is the entire reason we ultimately go to movies, and why we write them -to have a powerful, transcendent and transformational experience.

-in the best films, the film title unfolds to reveal a whole new and expanded meaning

11) the main character does, or does not obtain his overarching desire
-someone wants something very, very badly, but he must change in order to defeat his opponent and obtain his desire

-we can use this general statement to determine the end of our story.  For structural purposes it is not necessary that the hero obtain his desire; in fact, it works just as well if he doesn’t.  In each case the proper choice is determined by the author’s theme.  What is your point?  What do you want to prove with your theme at the end of the film?

-the most important thing is to try to leave the fulfillment or non-fulfillment of desire to the last possible moment.  The reasoning behind this is to allow the audience to track your hero’s progress up to the moment of fulfilment

-if you allow your main character to achieve, or fail to achieve, their desire early on, and then use the remainder of the film to tie up loose ends, you are only creating a series of false climaxes, which will wear on the audience’s patience

12) impact on the world of the story
-this is where the moral consequence expands to the world of story, after the hero fights his opponent.  If the hero has a glaring deficiency at the story’s inception, then it stands to reason it will be corrected after being purged by battle

-this moral correction should be developed to further “impact” the community at large

-in the myth, the effect of the hero’s purging himself will be to free the world of journey from the Evil Ruler, and head back to the return world with a remedy for the future

-in the outlaw structure, there is little or no impact on the world of story, because these are harrowing tales of rugged individualism.  Thus the outlaw does not impact the world, but concentrates only on saving his own neck

-in the inverted myth, the orphan/magician has an overwhelming impact on the provincial world, with the level of impact varying on each sub-structure

-in the messiah structure, the messiah’s death has little impact on the provincial world except through the message he imparts to his disciples

-in the vengeful messiah structure, he destroys the world of story, and the world is forced to start over again

-in the blithe angel structure, the provincial world becomes a better place of laughter, merriment and joy

-in the fairy tale, the hero frees himself of the curse, and in turn frees the kingdom

-in the drama, the hero solves a personal problem with little or no impact on the world at large

The Sixth Stage: The Five Character Relationships
1) The Protagonist (Hero)

2) The Antagonist/Opponent

3) Allies of the Protagonist

4) Allies of the Antagonist/Opponent

5) The Romantic Interest

-with the central and opposing theme of our story fully embodied in the relationship between protagonist and antagonist, we can begin to see where all other characters will fall into place.  They will assist either protagonist or the antagonist - sometimes they will assist both

-we develop ancillary relationships for the hero because it is through them that his changes are dramatized.  We see what his friends and foes are like through the prism of his relationship with them and this reveals the various stages of his process

-begin by making a list of characters who fall into place as either allies of the antagonist, or allies of the hero.  This can be determined by which theme they align themselves with: the protagonist’s or the antagonist’s

-we have seen many instances where an antagonist’s position changes from one of opposition to that of assistance.  Generally, this switch comes after the immediate desire changes to the overarching one.  The next transition point comes when the hero hovers on the brink of fulfilling, nor not fulfilling, his desire - which should occur toward the end of the third act

-as films are often more like short stories than they are long form novels, they can really only support relatively few sets of relationships.  You can go back later and color these relationships as richly as you might like, but in the development phase you should relegate them to a specific relationship through one of the five selections

-with today’s jaded audiences, we demand much more from our romantic heroes than in our romantically simple past

-the later films better suited to supreme adolescent yearning than actual adult male/female relating

-with today’s sophisticated audiences, we mistrust a movie hero whose sold obsession is for romantic alliance.  Whether male of female we ask that our heroes be somewhat successfully individuated first, before we care to see them couple

-in a much deeper perspective, the love story is a parable of integration and individuation.  Carl Jung suggest each of us holds male and female archetypes within our psyches, which he labels as animus (male) and anima (female)

-thus the outward search for a partner is actually a metaphor for the internal quest to unify the archetypes within us.  The screenwriter knows that the love story is actually an allegory for his own unification and balancing of anima and animus

-the ability to create compelling and female characters will be in direct proportion to the writer’s psychological health.  If you are a male, you will have a hard time creating female characters with any dimension if you are not in touch with your own feminine nature

-“the male animus is the doer, the builder, the action-taker, the visionary, the knower, the leader, the explorer and adventurer.  The animus is the world-traveler, the pioneer and initiator of new realms of human experience.  He makes his world safe for the advancement of culture, civilization, and evolution”

-we are all capable of so much more than traditional societal roles impose on our specific genders.  The writer must learn that to create compelling new heroes and heroines he or she must delve further into understandings of all facets of the human psyche

-the anima is the principle of love, wisdom, intuition, nourishment, agriculture, the birth-giver, the mystic, the portal and holder of the unknown.  She creates ritual, order, alignment, grounding and peace

-we are all born of men and women, and as a result possess the qualities of each.  When either male or female act with a predominance of one aspect over the other there is an imbalance.  Traditionally, we seek to correct this imbalance through a physical coupling

in many ways the entire history of human kind has been a search to harmonize these polarized aspects of self.  Every 

religion, myth, poem, parable, story, fairy tale courtship or marriage has as its underlying purpose an integration of the human psyche

-likewise, the creation and culmination of any romantic liaison should be portrayed as a type of allegory for the hero or heroine’s completion and self-fulfilment.  Today, the boy can only get the girl if he undergoes a type of integration of both anima and animus.  This is the fundamental element of a character’s change.  When a character changes, it means that they have undergone a re-balancing of their animus and anima as a result of their ordeal

-virtually every story and character arc can be attributed to a sense of correction between masculine and feminine imbalance.  The more the writer understands the archetypal traits of each, the better drawn and more realistic his characters will become

-generally, we choose partners who best mirror our deepest aspirations and innermost flaws; because our hero will also make several choices in this regard, we can immediately see the potential need for two romantic interests - one to emulate our character’s desires before the inciting incident, and another one who reflects his change desire afterwards

The Seventh Stage: Writing a Working Treatment
-it is helpful and necessary to write a working treatment in order to organize your development strategy and flesh out your characters and plot.  This is for your purposes only and should not be shown around, commented on or critiqued by others - yet

-it is an essential phase of development and a very fragile one.  If you reveal your story too early, any negative comment may discourage you from completing it

-experienced writers have been known to let a story “cook” inside their heads for six months.  Others have been known to work their stories out at cocktail parties on writer friends before committing them to paper

-another mistake that beginners make is to take on a writing partner out of a sense of deficiency

-the process of writing is one of constant improvement and self-reliance

-you must learn to develop a keen sense of your own abilities and shortcomings, then practice mastering them

-the treatment stage is where you will personally solve the questions and answers you’ve come up with an organize their inherent logic, conflict and dynamic actions into a beginning, middle, and final resolution

-“a good screenplay is not written, but rewritten” - Ernest Lehman

-if at this point your story seems contrived or hokey; do not be discouraged; this is still very early on in the development stage.  Rather than discarding your story in disgust, you will want to solve the problems through writing and rewriting

-most problems require hours, weeks and months of problems solving to come up with their correct solution

-work the problem, write the solution

-the professional keeps on going, script after script, through failure and success, until he’s learned the art of creative problem solving

-by drawing your visual world from your story’s theme, there will be a reason for your descriptions. You won’t just describe things for the purpose of filling up the page. The arrangement of details will provide your story with subtext - a way of saying more and writing less

-the amateur begins by asking “how can I fill up on hundred and twenty pages?  The professional writer asks “how can I fit it all into one hundred and twenty pages?

-there must be an underlying thematic reason behind the details you include in your script, otherwise lose them

The Eighth Stage: The World of Story
-it is the writer’s task to detail his story with subtle thematic values and compose a veritable symphony of characters, conflicts, dialogue, music, and visual settings.  These myriad worlds are born of theme and creating them is one of the truly great joys of cinematic storytelling

-if you are not building thematic images, then you are window dressing.  You are describing, rather than detailing. We should not describe characters by what clothes they wear, but by their actions, flaws, and desires.  Similarly, the setting of a script is a visual metaphor for the challenges facing your characters

Geographical Archetypes: topographical symbolism in the World of Story
-the city is simultaneously man’s most calamitous act and greatest achievement.  Everything wondrous about civilization is to be found here, but so is everything vile, horrific, and evil

-the city is the perfect modern fairy tale kingdom, because in one shot you can show the highest of the high socially and economically and the lowest of the low in the subways, sewers, and street life

-these days, we have the option of choosing cities with different social significance

-San Francisco is the perfect locale for extraordinary love stories, sex crimes, and murder mysteries since it has long been identified in the public’s mind as being tolerant of decadence and gender-bending lifestyles

-Los Angeles is synonymous with glamour, glitter, greed and gangs

-Philadelphia is old money, high society, and social climbing of one type or another.  Philly can be easily replaced with Boston, which has similar traits, except that Boston has the added distinction of a rich Irish heritage, and Ivy league

-Chicago is an ideal setting for middle class angst, teenage chicanery and sometimes all three

-New Orleans is as “Olde Worlde” as you can get, so it can accommodate more exotic, erotic tales of sensuality, sex crimes, racial tension, political corruption and even a little bit of gothic horror

-Las Vegas, Reno, and Atlantic City are all flash and little substance - perfect locales for stories about man’s lower impulses and addictions

-London is about Cinderella stories, sex crimes born of rigid oppression, political scandals, rebellious youth, and the escapades of the rich and Royal, as well as the misadventures of the bourgeoisie

-Paris is rich with the tales of artist’s struggle, along with sophistication, fashion, sexual perversity, romance and international intrigue

-Washington, D.C., Baltimore, Virginia and vicinity are the citadels of power - perfect for stories of high=placed corruption, political conspiracies or intense investigations by the FBI of Secret Service

-New York is the Big Apple and is fit for almost anything

-Miami is to the Columbian Drug Cartel what Chicago was to the Irish/Italian/Jewish mobsters of the prohibition era, with the swaggering gold-chained set of cocaine cowboys, drug runners, renegade airplane pilot and linen-clad sleuths

-Atlanta, St. Louis, Kansas City, Houston, and Omaha are often viewed as marginal places and are therefore almost interchangeable.  If you can spin a compelling yarn about any of these lesser-known cities, you might be forever linked as the screenwriter who made so and so exciting again

-Detroit is the ‘motor city’ and heavily identified with major industrialization

-Italy, Greece, Spain and other Mediterranean locales pique our more adventurous side and conjure up notions of light-hearted comedy, romance, exotic fun, marital affairs, sexual experimentation and exhilarating romps through sexual locales, such as the beach, the country side, or quaint farming villages and opulent estates

The Desert/Ice Motif
-the desert/ice region is where the hero exhibits attributes of individualism, faith, sacrifice, resolution and determination, as if to declare, “I am who I am until the last breath of life - and I will not be dissuaded, dissipated, or diluted while that life breathes within me!”

-in religious traditions, the desert is where the hero seeks his vision and is tempted from his resolve with delusions of wealth, power, and abundance.  Somehow the mere sight of these mouth-watering delights in the middle of so much deficiency intensifies the hero’s choice, so we are impressed when he ultimately declines them

Contrasting values expressed:


-spiritual strength versus material strength

-spiritual weakness versus material strength


- spiritual strength versus material weakness     
-the rarity of life (Oasis) versus the inevitability of Death (desert)


-scarcity versus abundance


-surrender versus endurance

Underwater/Outer Space
-these are entirely foreign and openly hostile habitats whose very nature requires extraordinary and artificial measures for survival.  Because of dependency on technology, these realms are rich arenas for exploring the psycho/spiritual dimensions of excessive reliance on artifice

-the Sea/Space realms are rich situations for introducing new and unique life forms, which challenge our present notions of being human

-in this archetypal way, everything we write about draws validity from our collective consciousness.  It is the screenwriter’s job to know what these playgrounds are and how best to utilize them

Contrasting values expressed:


-evolution vs creationism 


-social dependency vs rugged individualism


-tribal consciousness vs “I am” consciousness
-known vs unknown


-prejudice vs tolerance



-ignorance vs science


-monogamy vs polygamy



-space and time vs eternity


-past vs future




-limitations of time and space vs the continuum


-cosmic truth vs religious dogma


-reaction vs pro-action


-isolation and alienation vs individualism and community

The Jungle as Metaphor
-the supreme law of the jungle is that life feeds on itself.  There is no real death in the jungle in the physical sense.  Everything that dies creates a new life

-there is an ironic sense of impermanence within the timeless region of nature - as if to say that unless we become as predatory as nature itself, we will never survive

-the jungle is the ideal place to compare notions of civility and social affectation with man’s unfettered animal nature

Contrasting values expressed:


-permanence vs impermanence 


-civilization vs primitive


-pretense vs innocence



-education vs animal instinct


-ancient taboos vs contemporary mores

-breeding vs survival of the fittest


-education vs evolution 



-passion vs repression


-grand artificial schemes vs unbridles nature
-the hunter vs the hunted

The Forest
-the forest separates the known and inhabited world from that which is yet to be discovered

-the forest is a metaphor for finding one’s way through the quagmire and carving out one’s unique destiny in life.  Whatever you imagine, however terrible or wonderful, it lives somewhere out there in the forest

-the deeper you penetrate it, the more you must redefine yourself, or risk your own sense of self.  Ultimately the forest is unending, impenetrable and as unknowable as the mind itself.  Any attempt to pass through without a map or qualified guide is to risk losing your way, your sanity, your life - or perhaps all three

Contrasting values expressed:

 


-sanity vs insanity



-seen vs unseen


-magic vs science



-fantasy vs the mundane


-sacred vs profane



-simplicity vs sophistication


-technical proficiency vs the supernatural

-hunter vs hunted (nature vs man)


-feminine wiles vs masculine aggression



The Mountain Symbol
-the mountain region is the visible road to the invisible, the stairway to Heaven

-the mountain zenith is the bridge between earth and sky, heaven and earth, consciousness and super consciousness.  It is where God communes with man and offers gifts and knowledge

-the mountain realm is one cruel treachery and tyranny as well

Contrasting values expressed:


-aristocracy over democracy


-superior over inferior


-monarchy over peasantry


-tyranny over simplicity


-spiritual law over human matters


-transcendence over the mundane


-supreme benevolence and wisdom over ignorant squabbling and materialism


-immortality over mortality 


-spiritual law over material law


-adventure over complacency 


-the road to enlightenment through physical challenge


-purity over decadence



-wisdom over ignorance

The Township
-if fairy tales are about leveling the playing field between rich and poor, then the perfect setting for this remains small town, USA.  Here, we have all the elements for a complete society at a glance

-since screenwriting is about economy, the choice of a small town for your world of story will set up all the characters and situations with as little exposition as necessary

Contrasting values expressed:


-upper class rigidity vs home-spun values

-personal worth vs social status


-middle class values vs individual ideals

-conformity vs iconoclasm


-racial, social or class bias vs independent thinking



-small town virtues vs urban threat

-ambition vs inherited wealth

The Home
-all one needs is a single dwelling place.  This is the mainstay of dramas, taut thrillers and horror stories, where the house itself often proves to be a type of “monster.”  These stories draw their suspense from their claustrophobic intensity

-when choosing a home setting, take care to detail the rooms as you would separate environments - create distinct qualities from one room to the next

Contrasting values expressed:


-familiarity breeds contempt


-insecurity within intensely secure conditions


-terror from within the commonplace

-unknown from within the known


-psychological or supernatural adversity vs familial and normal conditions

The Apartment
-the apartment setting can be especially suitable, economic, and ruthless in its examination of human foibles and relationships

The Island
-the island world is the world that stands apart - a civilization where the rules are much different than our own.  There are a wide variety of peoples, cultures, customs, and traditions that have evolved wholly out of context with the rest of humankind

-these separate kingdoms are either futuristically ideal, primitively unspoiled, or inherently corrupt

-the island is a vast laboratory to explore the rich diversity of evolution, culture, sexual mores and other moral issues, while speculating on what future developments might offer

-the island is a place of natural aggression against idyllic peace, where danger lurks all around from warring tribes, head-hunters, beasts of prey, and perhaps most alarmingly, through the outside agency of modern predators: man himself

Contrasting values expressed:


-modern avarice vs simple virtues


-technology vs simplicity


-imperialism vs self-contentment


-political ideology vs survival of the fittest


-utopia vs modern civilization


-material wealth vs spiritual wealth


-individual greed vs communal well-being

-animal nature vs modern schemes

The River
-the river world is one of constant transition; past present and future joined confluently to bring us to full transformation

-the river journey is the supreme realm of the myth.  We start out in the jungle of our provincial realities and gradually make our way to larger waters of vision and understanding.  As in the myth, we are not the same people when we finish the journey.  Each of the outposts and adventures along the way drive us further to completion - to either madness or emancipation - depending on which direction we are heading

Contrasting values expressed


-constancy vs change



-transience over permanence


-adventure over complacency


-growth vs stagnation


-dogma vs truth




-experience vs the commonplace

Mini-cities
-the prison, the hospital, the psychiatric ward - each of these is a self-contained metropolis.  Each can be drawn to reflect either a timeless quality or a dark, foreboding, impersonal nature.  They are all provincial worlds that embody an extreme conflict the hero must endure.  These are tales of intense individuality against rigid conformity or teeming, faceless humanity

Cities of the Future
-an additional tool for creating new and exciting variations of film locales is to take the archetypal values of one and transpose them on another

Eternal Cities
-the eternal city is the provincial world embodied with messiah-like, magical propensities, so it usually appears for the sole purpose of absorbing a single anachronistic traveler whose life is disastrously our of synch with contemporary times

Borderlands and Frontiers
-the frontier separates civilization from the unknown and the uncivilized.  Beyond the border lies adventure, magic, savagery, enlightenment, paradise, hell or anything else the imagination can conjure.  These are tales that challenge our complacency of security and civility

Contrasting values expressed:


-civilization vs tribal values


-known vs unknown


-imperialism vs indigenous peoples

-preconceptions and bias vs the truth

The Village
-through the progression of technology, people, culture and natural law, we see society in its process of maturation.  These are sub-worlds in constant change

Auxiliary Locales
-since we are in the business of translating the unseen to the seen, we are left to devise physical metaphors from the world around us for the following purposes:

a) to underscore an emotional or thematic value

b) to establish a concise plan of action

c) to geographically identify the exact whereabouts of the hero or opponent

d) to punctuate the nature of the hero’s predicament, goal or destination

e) to identify an objective, conflict, request, revelation or outcome

f) to reveal a particular character trait, problem or idiosyncracy

-to achieve these results, screenwriters, directors, producers, and films crews have created a metaphorical film language that employs doorways, passages, windows, thresholds, maps, miniatures, paintings, hallways, scale models, and objects such as table settings, curtains, cameos, jewelry, illustrations, flashbacks, hallucinations, and dreamscapes

-each of these auxiliary locations can be treated as a separate world in your overall world of story

Wormholes and Thresholds
-the looking glass, the wardrobe, the rabbit hole, the cupboard, the mousehole, the arch, the storybook, the airlock, the fireplace, the doorway, the attic, the basement, the window....

-use of these thresholds can convey wanderlust, ambivalence, surprise, reluctance, hesitancy, cowardice, curiosity, 

revelation, breakthrough or a host of other emotions.  The careful use and placement of such metaphors will go a long way toward building a relational value between your world of story and the hero’s plight

Legends, Maps and Compasses
-the on-screen inclusion of a map can go a long way toward graphically showing where the hero is and where he must go.  They are a vital and visual way of involving the audience and informing us of the topographical locales pertinent to your hero’s quest

Passageways, Entryways, and Gates to the Beyond
-tunnels, tornado’s vortexes, whirlpools, eddies, chimneys, launch pads, time tunnels

-in situations that call for intensified action or dramatic emphasis, the screenwriter employs a physical narrowing of space.  Sometimes these condensed arenas are used at various act breaks to further emphasize the segueing from one act to the next

Talismans, Jewelry, Articles of Clothing, Animal Familiars
-the magic sword, the shield, a common bean, the cigar box, a spinning wheel, the apple, a music box, the glass slipper, the magic ring, the magic crayon, a musical instrument, the parrot, raven, ferret, dog or cat....

-a common device of the myth and fairy tale is to bring in various baubles, totems, gewgaws, or animal companions that help humanize the hero, or sometimes his opponent.  These numerous and sundry objects are very often nondescript and commonplace

-at first, we do not attach a lot of importance to them, though our hero generally does. As the story unfolds, we see there is a lot more to it than we originally thought and this gives us insight as to the hero’s good qualities of loyalty, vision, and foresight

-similarly, when we endow particularly nasty villains with objects of power of animal familiars, it serves to humanize them and counteract their maniacal obsession with conquering the world

-when designing any of these devices, try to define an ironic, complimentary or contrasting theme to the character possessing it and then go to the opposite value

Flashbacks, Dream Sequences, Montages, and Hallucinations
-contrary to popular use, these devices should be used as a part of the forward movement of the story

-if your story requires the use of flashbacks, make sure they serve the forward progression of a tale, and are not just employed out of laziness, cliche, or to fill (valuable) page space

-in the absence of brilliant plot devices, do not use flashbacks, montages, or dream sequences to rehash old material, or to exposit superfluous details.  This information can best be imparted through clever foreshadowing, personality traits or inventive dialogue.  If your script relies to heavily on flashbacks, try restructuring the story.  Overuse of flashbacks is a sure signal to studio readers that they are reading the work of a novice

Film Languaging and Action Sequencing
-technical language and redundant technical descriptions only serve to put barriers between your story and the reader

-montage is just another name for action sequencing and is used to convey rapid plot progression

-action sequences are a series of shortly linked scenes that build a story’s momentum and emotional core in rapid progression.  They are a function of structure and plot and should move quickly along to determine a plot point or strike an emotional chord

-you will need to write these scenes with powerful hard-hitting words, and suspense-filled details.  Do not label these sequences

-dream sequencing and hallucinations should not be arbitrary contrivances, but should be drawn from the story’s theme, the main character’s shadow and inner flaw.  To write these effectively you must know a great deal about your character’s psychological makeup, problems and aspirations

Timelines, Time Bombs and Ticking Clocks
-the screenwriting adept uses a wide variety of tools to intensify the action, emotion and visual outcome of a story, while also creating an overall time frame that focuses the audience’s attention on events that must transpire before the story concludes

-by condensing the timeline, your main character will have to defeat his opponent and obtain his desire within a finite amount of time.  This simple plot device can help increase the suspense and action of any story

Seasonal, Social and Magic Transitions
-by placing a story around a particular holiday, the audience anticipates the final resolution coming in time for the big celebration.  The holiday event you choose should have a significant social theme that contradicts, compliments, or transcends your story’s theme

-in the myth, the fairy tale, or even some of the inverted myths, the world of story will undergo a “magical” change as a result of the hero’s actions

-it is my ardent belief that there is no reason on earth to do a costume drama or period piece unless you can shed some light on our contemporary human and social dilemmas

Narration
-unfortunately, this device is overused and usually abused.  You have to always play against the obvious.  So, like the flashback, the use of a narrator can be either and unnecessary contrivance or a compelling tool - in the right hands.  The fundamental disadvantage is that it serves to set up an unnecessary buffer between the audience and the characters of your story

-the need to find a narrative voice is both good and proper, but your energy is better spent applying it to the written style of your screenplay, rather than creating a separate and specific voice-over.  A separate narrator can be redundant and should be used sparingly, if at all

The Ninth Stage: Working in Genre
-genre: a kind, sort, type or category in which films are classified

-determining the type of genre you want to specialize in is a quest

-the goal is to create a body of work and proficiency in craft that is uniquely your own

-the selection of a genre not only determines the subtle characteristics of your film’s dialogue, world, theme, and characters but is also an essential tool for determining its intended audience

-it is important to know the advantages and disadvantages of whatever genre you choose, so you can make intelligent decisions accordingly

-certain types of genres wax and wane in popularity with the vicissitudes of contemporary culture

-you will need to anticipate these trends as a part of your job as a screenwriter

-the lesson here is that while market savvy is good, following your instincts is always preferred

Comedy
-any film, play, character, musical or literary composition dealing with a theme suitable for laughter, merriment or satire
-“the difference between a comedy and a tragedy is that in a comedy the characters figure out reality in time to do something about it”

-the fundamental component of comedy sets itself up to attack specific people, institutions, and beliefs that have become entrenched in superstition, dogma, and convention.  “The world is a comedy to those who think and a tragedy to those who feel”

-while satire is the most direct and acerbic approach, it can quickly veer off into black comedy.  Natural comedy seeks to expose our most commonplace human and social foibles with the abject purpose of making us laugh.  It works on the same principle as the fairy tale, only in a more condensed fashion, as it deflates the mighty, and uplifts the lowly

-this set-up and pay-off cadence forms the dynamic in which the best comedies work.  You slowly build it up and then very quickly pay it off.  Just like when telling a joke, there is a long preamble and then the punch line.  Slow inflation, quick deflation.  Set-up, payoff.  It is as natural as breathing

-any comedy, whether character or plot driven, depends on the actors drawing on the strength of the primary theme in order to convey its underlying theme

-it is possible for a film to be too funny at the expense of the plot

-in the limited environment of film stories, you can easily wear your audience down if you don’t pace your comedic moments properly

Love Stories
-“Love is a story we tell ourselves about someone else” - Virginia Wolf

-oddly enough, love stories rarely have anything to do with love

-today, the love story seeks to redress the imbalance in the masculine and feminine psyches.  Unlike Eastern cultures, where this balance is achieved by going inward, in the west, we are taught to seek self-individuation and “wholeness” by coupling with a “significant other”

-the myth of romantic love is the stuff of pure fiction when it fails to present our deeper, more spiritual yearnings

-today, the storyteller replaces “happily ever after” with a metaphorical or actual death and spiritual rebirth, where one or both of the amorous couple must die or be reborn, and their frustrated union is achieved in the hereafter.  Since the audience knows that a perfect union is not achievable here on earth, we create stories where the couple must be “spiritualized” to obtain their goal

-in many ways we are back to where we started, where love stories are more of a metaphor for the union of matter and spirit

-the ending should be felt not as a reward, but as a personal epiphany, or as transcendence from suffering

Detective Stories/Thrillers
-we regard detectives and policemen as heroes because they are seekers of the truth by their very vocation

-they leave a conventional world to journey through a murky underworld where they attempt to solve a personal and overarching mystery.  In the detective story, the hero’s quest for a personal destiny is replaced with the solution of a mystery

Detective Stories are divided into three plot variations:

1. The detective knows who committed the crime, but cannot prove it

2. The detective does not know who the criminal is

3. The audience knows who the criminal is but the detective doesn’t

Horror
-a shuddering feeling of abhorrence; a painful emotion excited by something frightful or shocking
-the best ones seem to strike a central psychological chord in all of us

-if it truly frightens you, then there is a good chance it will scare others as well

-the role of the oppressed, vengeful and wrathful female has long been a powerful archetype of suppressed creativity and authenticity

Action/Adventure
-a relation of all the parts and elements of a work constituting a harmonious whole and producing the single general effect of action; one of the three principle of plot construction: the unity of time, unity of place and unity of action
-George Lucas best defined the essentials of the action genre as being speed and clarity
-the action movie must be fundamentally action-oriented right from the beginning, and build dynamically to the final conclusion.  Rather than undergo personal change, the action hero effects change on the world of story.  So a good way of structuring your action story is to determine the specific points in your outline normally reserved for your protagonists personal revelations - then reverse them to the external world.  This allows your hero to become an agent of change rather than an example of change

-we sacrifice deep, meaningful personal change for clear, concise and rapid changes in the world of story.  The action story is more akin to the outlaw structure in that the action hero has one single focused goal and a limited range of virtues, devices, chances, and skills to achieve it

-the simplicity of the action genre relies upon the intense nature of conflict established at the very core of the film’s objective storyline and premise

The Tenth Stage: Research
-one of the most uncanny developments I’ve experienced as a writer is in the way that certain information - books, articles, insights, or clues - seem to appear “magically” whenever I need them

-sharpening one’s intuition instincts is a fundamental task for the aspiring writer, as it will add to the immense reservoir of understanding you will require as a professional mythmaker

-dreams, too, are powerful tools of prescience and consciousness that can tap into our most repressed emotions and fears to indicate aspects of ourselves that require our attention

-the fact is that your dreams are more purely aligned with the real you than any other single factor of your existence.  The writer, artist, or visionary forms a relationship with the inner self - the whole manifestation of art becomes an attempt to integrate the wellspring of the subconscious with practical everyday conscious existence

-when they say, “Write what you know,” it means, write from your gut, from your intuition, from who you really are.  The ultimate purpose of any art form is to access the bottomless reservoir of your entire being

-“write what you do not know, because you will find that there is some part of you that does not know.  It teaches you something you knew that you didn’t know you knew.  There’s always that sense of discovery, personal discovery”

-research is an excellent way to tap further and further into your subconscious self.  When the writer is in tune with his intuitive self, the research process is every bit as enlightening and informative as the writing process

-untested writers are often so heavily burdened by the particular facts of their story that they neglect the real goal, which is to gain personal insight into their character’s psychological makeup and worldview.  Facts can be a distraction to the real work of forming a personal insight into what the story is really about

-in a day and age of mind-numbing political correctness, moral ambiguity and conformity, it is much more exhilarating to see an artist challenge our pre-set societal notions and penetrate to the heart of the matter, even if they are disastrously askew of “the facts”

-the information I gather will determine the important details required in shaping the visual, factual, metaphorical, 

attitudinal, and authentic nature of my script

-sex and violence can be exhilarating and important tools for furthering the screenwriter’s goal of conflict, drama and suspense.  Both have a way of shocking us out of our complacency and playing on raw nerves.  In a civilized society where we rarely have the opportunity to live life on such a visceral level, it is an important cathartic and sometimes transcendent experience for the audience at large

-when sex and violence are used with an intelligent, thematic and artistic approach, the audience is riveted and the story is enhanced.  If the approach is hackneyed and gratuitous, we are left empty, disgusted, and cheated

-“an artist must be free to determine his own morality.”  This is one of the greatest artistic mandates ever pronounced.  Questioning society’s morality and daring to define your own as apart, is one of eh most courageous acts you can do as a screenwriter, or as a human being

-the use of immorality to present a higher moral understanding, or the use of morality to indicate an even greater immorality, is the underpinning and goal of the screenwriter’s art

The Eleventh Stage: Image Systems
-“the most important frame of any film is the opening image” -Robert Zemeckis

-determining the image system of a film is one of the most exciting aspects of movie watching and screenwriting

-some themes lend themselves more readily to symbolic representation than others, but it is always refreshing to see the work of writers and directors who have a special flare for the image itself

-the intelligent perception and creation of themes and their correlated imagery is the real art of cinema, and the joy of the screenwriter’s craft

The Twelfth Stage: Break the Story Down Scene by Scene
-the way we pace a story is by determining the length of scenes from beginning to end

-it is good discipline to limit a scenes’s length to about five pages in the first and second acts.  The, as you approach the middle of your story, start shrinking the scenes incrementally as you build to the latter half of the second and third acts.  The method of shortening the length of your scenes allows you to quicken the action and pick up the pace

-write down the most salient aspects of each scene and try to determine their underlying value - either positive or negative.  This will help you monitor the particular tone of a story, so if you have a run-on sequence of negative scenes, you may need to break them up with some more positive ones

-in detailing each scene, try to use as few words as possible.  You need not be too descriptive here because the goal is to prompt ideas, narrative flow, pacing, tone and plot.  The aim is to enhance your writing process, not turn it into something laborious and redundant

