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            1 MY TOP TEN LIST (and then some) FOR SUCCESSFUL SCREENWRITING 1. If the story doesn't work, then the script won't work. If at any given time, your reader is not wondering, "What's going to happen next?"--you've got a problem. 2. Author Julia Cameron says, "The singular image is what haunts us and becomes art." Think about that! At last "a place" to put all of your little insights, moments of truth, fascinations and unique experiences that previously lacked a "file." If you access that "file" while preparing your script and use these hot little tidbits as springboards for scenes, your script is going to be buzzing with honesty and life. That's what audiences crave. 3. There is no such thing as a throwaway or a transitional scene. Scenes should not only add value to the overall story but should also have intrinsic entertainment value as well. 4. Writing a script is relatively easy. The real work is in preparing, building and "arc-ing" out the story and defining the characters. Once the "blueprint" is in place, the writing itself is usually a welcome enterprise. Many writers have trouble being patient with this process and it can cost them dearly in the long run. 5. There are many "techniques" for creating and developing characters some of which are effective. However, the single most important thing you can do in this area is to develop a strong emotional connection with your character. Intellectual platitudes and techniques are OK, but audiences want characters who are alive. Find your most visceral emotional connections. Don't settle on a character until you do. 6. Remember those POW movies where the prisoners tried to escape by digging a secret tunnel? Then they'd get rid of the dirt by putting it into the cuffs of their pants and spread it around the camp? That's how exposition (ie: info that the audience needs to be told) should be handled. Hide it. Spread it around. Keep it as invisible as you can and always try to convert it into ammunition (ie: action). 7. Subtext is the name of the game. Potential lovers nervously conversing about train schedules (when you know their real underlying "conversation" is about their aching desire for each other), is usually more compelling and effective than the same twosome saying everything they feel. In Casablanca the entire relationship between Rick and Renault was completely subtextual. (Rent the movie and see what I mean). 8. When it comes to dialogue, less is better. Pick up the most successful screenplays and you'll notice great economies when it comes to words. 9. "Who is your hero? What is his/her goal? Who or what is preventing her/him from reaching that goal?" (Intense pressure on your hero in a atmosphere of conflict will help keep your story mobile and entertaining). 10. If you have to stretch reality, do it judiciously and surround it with a bedrock of credibility and truth in other story areas. 11. "Layer" your scenes. One of the most effective strategies writers use (like, for example, Quentin Tarantino) is to add extra juicy tidbits and mini-subplots within scenes, while the main story continues to unravel. 12. Make room for surprises. Audiences love them. 13. Surrender to this fact: writing is rewriting. 14. Have another (nice) way of making a living while you're trying to make it as a writer. This will give you space to grow and create without going nuts. Waiting by the telephone is a prescription for despair. *** I received e-mail recently from a guy who very much wanted to send me his needy script but was worried that I'd steal the idea. This is a common worry. This was my reply: Buddy--top 5 reasons for not stealing your idea:1. I have ideas of my own2. If I get sued and lose I'll be poor3. I'm too lazy to write a screenplay4. I'm moral5. I'm a pro--I just don't do that kinda thing!Suggestion--before you send your script to anyone:*Register it with the WGA (it costs about 20 bucks)*Put a "C" in a circle on the cover--it will be copyrighted via common law*Mail it to yourself and don't open the envelope GETTING READGetting read is the 64,000 question. It's a question that doesn't have an easy answer. Producers, agents and studios receive so much material that the can't possibly read it all. They're also very scared of lawsuits. Thus so-called "unsolicited material" is usually sent back unopened. So where does that leave you and how do writers' break through? Lots of ways is the answer. Sometimes a writer knows someone who knows someone. Who do you know? Rack your brains. Sometimes the writer takes a course or a seminar and the teacher is "connected." Getting this instructor to read your script is the first step. Another method is to send a "query letter" to agents and producers. Also you can call the various agencies (and studios) and try to get the names of the newer agents/recently promoted young turks--people starting out who may be "hungry" for new blood. Schmooze with receptionists for a name. Scan the "trades" for announcements of these kinds of promotions. There are also contests one can enter. Hollywood is always impressed with contest recognition. Check out various screenwriting websites concerning these contests. Pick up some writing magazines as well for this info. In these same magazines there are often articles where Hollywood pros are interviewed. You can find out what's on their mind. Then you can write to them 
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 MY TOP TEN LIST (and then some) FOR SUCCESSFUL SCREENWRITING 1. If the story doesn't work, then the script won't work. If at any given time, your reader is not wondering, "What's going to happen next?"--you've got a problem. 2. Author Julia Cameron says, "The singular image is what haunts us and becomes art." Think about that! At last "a place" to put all of your little insights, moments of truth, fascinations and unique experiences that previously lacked a "file." If you access that "file" while preparing your script and use these hot little tidbits as springboards for scenes, your script is going to be buzzing with honesty and life. That's what audiences crave. 3. There is no such thing as a throwaway or a transitional scene. Scenes should not only add value to the overall story but should also have intrinsic entertainment value as well. 4. Writing a script is relatively easy. The real work is in preparing, building and "arc-ing" out the story and defining the characters. Once the "blueprint" is in place, the writing itself is usually a welcome enterprise. Many writers have trouble being patient with this process and it can cost them dearly in the long run. 5. There are many "techniques" for creating and developing characters some of which are effective. However, the single most important thing you can do in this area is to develop a strong emotional connection with your character. Intellectual platitudes and techniques are OK, but audiences want characters who are alive. Find your most visceral emotional connections. Don't settle on a character until you do. 6. Remember those POW movies where the prisoners tried to escape by digging a secret tunnel? Then they'd get rid of the dirt by putting it into the cuffs of their pants and spread it around the camp? That's how exposition (ie: info that the audience needs to be told) should be handled. Hide it. Spread it around. Keep it as invisible as you can and always try to convert it into ammunition (ie: action). 7. Subtext is the name of the game. Potential lovers nervously conversing about train schedules (when you know their real underlying "conversation" is about their aching desire for each other), is usually more compelling and effective than the same twosome saying everything they feel. In Casablanca the entire relationship between Rick and Renault was completely subtextual. (Rent the movie and see what I mean). 8. When it comes to dialogue, less is better. Pick up the most successful screenplays and you'll notice great economies when it comes to words. 9. "Who is your hero? What is his/her goal? Who or what is preventing her/him from reaching that goal?" (Intense pressure on your hero in a atmosphere of conflict will help keep your story mobile and entertaining). 10. If you have to stretch reality, do it judiciously and surround it with a bedrock of credibility and truth in other story areas. 11. "Layer" your scenes. One of the most effective strategies writers use (like, for example, Quentin Tarantino) is to add extra juicy tidbits and mini-subplots within scenes, while the main story continues to unravel. 12. Make room for surprises. Audiences love them. 13. Surrender to this fact: writing is rewriting. 14. Have another (nice) way of making a living while you're trying to make it as a writer. This will give you space to grow and create without going nuts. Waiting by the telephone is a prescription for despair. *** I received e-mail recently from a guy who very much wanted to send me his needy script but was worried that I'd steal the idea. This is a common worry. This was my reply: Buddy--top 5 reasons for not stealing your idea:1. I have ideas of my own2. If I get sued and lose I'll be poor3. I'm too lazy to write a screenplay4. I'm moral5. I'm a pro--I just don't do that kinda thing!Suggestion--before you send your script to anyone:*Register it with the WGA (it costs about 20 bucks)*Put a "C" in a circle on the cover--it will be copyrighted via common law*Mail it to yourself and don't open the envelope GETTING READGetting read is the 64,000 question. It's a question that doesn't have an easy answer. Producers, agents and studios receive so much material that the can't possibly read it all. They're also very scared of lawsuits. Thus so-called "unsolicited material" is usually sent back unopened. So where does that leave you and how do writers' break through? Lots of ways is the answer. Sometimes a writer knows someone who knows someone. Who do you know? Rack your brains. Sometimes the writer takes a course or a seminar and the teacher is "connected." Getting this instructor to read your script is the first step. Another method is to send a "query letter" to agents and producers. Also you can call the various agencies (and studios) and try to get the names of the newer agents/recently promoted young turks--people starting out who may be "hungry" for new blood. Schmooze with receptionists for a name. Scan the "trades" for announcements of these kinds of promotions. There are also contests one can enter. Hollywood is always impressed with contest recognition. Check out various screenwriting websites concerning these contests. Pick up some writing magazines as well for this info. In these same magazines there are often articles where Hollywood pros are interviewed. You can find out what's on their mind. Then you can write to them
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 personally and refer to what they said in the article. Get back issues of these magazines as well. Here's another method that could produce interesting results: write to the director and/or star who you'd like to participate in your movie. Make it like a fan letter. Make a convincing creative argument regarding why your script is right for them. Draw analogies with work they've done. Often these artists have offices on the various "lots." You might be able to find their studio addresses through the various guilds (DGA, SAG, WGA). Consider the whole effort like good detective work. Pursue the hell out of it! Someone will read your script. But the script's gotta be "cherry." A BURNING DESIRE TO CREATEWe (writers) are such a breed. We sit alone somewhere with a dream--usually undefined--scary, ambiguous etc. But there's an undeniable burning desire to create something--to express. But the actual idea of doing it can be quite daunting. The main thing I want you to know is that although learning the "rules" of screenwriting is essential that's not where it's at. Corny as it may sound, it's really about accessing your creativity from within. What do you want to write about? What ideas do you have? What scenes do you see? Keep a journal--religiously. Your subconscious will start to take you seriously and it will eventually flood you with more ideas and clarity. What do you know about? What have you seen? What character burns inside of you waiting to be born? What buzzes around in your heart? Julia Cameron who wrote a book I highly recommend called "The Artist Way." In it she says, "It's the singular image that haunts us that becomes art." Think about that. What a wonderful thing to know. What a validation capsule for our juiciest notions and insights. What snapshots of reality do you have in your portfolio. Incidents, moments, insights etc. Collect them. Cultivate ideas. Play with them. Recognize that they usually come in whispers--you need to listen closely. THE RIGHT TIME TO FIRE AN ABUSIVE AGENT?The question about keeping an agent can be very tricky. Yes, "any old port in a storm" type thinking has a certain validity. It just depends on how "stormy" things are. It's nice to have an agent but it hurts to have an ineffectual rep when you have a dynamite product and nothing is happening. This can easily become a form of abuse (by silence and inaction). Get your product right first. Get it to a point where you KNOW it's kickin butt. Then, if you're not getting action (and respect) from the agent, you may have to take a big breath and move on, believing that there's someone out there will like your work. One big tip, no matter who your agent is, never sit around waiting for her/him to "do it for you." That doesn't mean that you should interfere with the agent's efforts, it just means to constantly be working plan B and C. I HATE RULESThere are no script police out there measuring your work to determine if you've followed all of the "rules." Personally I hate rules. The three act structure exists because it's natural. Classically Act 1 is there to set up the story and the characters. At some point the plot must twist. Experience has shown that if it doesn't, things can get mighty dull. It usually happens about one third into the story. We are now hurled into act two which provides us with the next incarnation of the tale. By the end of act two there are usually fundamental problems to be solved (thus another plot twist). The purpose of act three is to dramatically display how things get resolved. Some say act one and two ask the question and act three answers it. All of this serves to tell a story that hopefully possesses a beginning, middle and end. You can have terrific characters, a valid theme, lovely texture but if you don't have a story that makes your reader/viewer ask himself/herself "I wonder what's going to happen" --you're probably in big trouble. QUOTATIONS OF THE MONTH *"One must avoid ambition in order to write. Otherwise something else is the goal..."Cynthia Ozic (Source, "Walking on Alligators," Susan Shaugnessy) *"A hunch is creativity trying to tell you something." Frank Capra ( Source, "Walking on Alligators," Susan Shaugnesssy) *"Every time you don't follow your inner guidance, you feel a loss of energy, loss of power, a sense of spiritual deadness." Shakti Gawain(Source, "The Artist's Way," Julia Cameron) PROPAGANDA"Persuasive writing only works when it doesn't feel like propaganda." (ie)--"No amount of philosophizing about the rights of dolphins will have as much affect on readers as the simple story of the life of one dolphin, his birth, upbringing, family life, playfulness all leading to his senseless drowning after being caught in a tuna net." (source unknown) *** I hope you try my service. I can usually figure out how to "fix" a script. I work line by line, scene by scene, the overall structure, characters, the works. I'm very aware that a script has to grab the attention of some elusive agent or producer out there whose kneejerk reaction to most things is to say "no." I give my comments and notes by phone. With projects requiring copious notes, I supplement the call by providing an audio tape with additional notes. I do lots of pro scripts. The ones that make it have a common denominator--the scripts are tight, no fat, they make sense, you get it. This analysis is deeply practical and user friendly. My service is fairly priced (150.00) and I work rather quickly. Check out my site. It features real evidence of what I can do. e-mail address [email protected] 603-795-4323
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 PS: My site as just been named "SPOTLIGHT SITE OF THE MONTH" by the ACTING UP WEBSITE*****
 Reading List for Screenwriters• The Artist's Way by Julia Cameron • Walking on Alligators by Susan Shaughnessy • Becoming a Writer by Dorothea Brande • Story--Substance, Structure, Style, and the Principles of
 Screenwriting by Robert McKee • Writing Down the Bones by Natalie Goldberg • Series of screenwriting books by Syd Field
 By Susan S. Davis"What's the best way to break into screenwriting?" writers ask at every event I've attended this year. Some forthright answers to this never-ending question were provided at a recent Barnes & Noble Screenwriting Marketing Event by entertainment attorney and screenwriting instructor, Ron Suppa. "Somehow," as George Lucas has said, is the most concise answer, says Suppa. In order to "break in," you have to know what "screenplay marketability" means. It's not writing what "sells." It's really simply research - to determine which markets are suitable for your particular work. Reading the trades, studying screenwriting marketing books, and, above all, having a plan. "There's a lack of awareness in the business about marketing," said former entertainment attorney turned screenwriting instructor, Ron Suppa. "Most courses focus on craft, but a screenwriter really needs to know just as much about marketing as he does about writing," he went on. Having worn the hat of film company executive, been a produced screenwriter and having produced ten features himself, Suppa knows what he is talking about."A first, second and even third spec screenplay by a new writer will probably not sell. What specs may do, is get you hired on assignment." So, there is certainly no reason to give up after your first screenplay if it's not well-received. If you get feedback on your work, consider the source and determine a) Are these changes viable? Would I do them anyway?; and b) How important is this contact? Do I want to work with this person? If no one else is interested, it may serve you well to get the experience under your belt and be a chance to improve your writing.Most produced screenplays come from development ideas that are refined by a hired writer. Though studios generally only hire known writers, producers, particularly independent, are far more liberal about whom they hire.Contrary to what many believe, you can get assignments as a new writer, once you have established your writing ability. "Your specs will prove that you can write," says Suppa. Based on your ability, and the genre you've written, producers may ask you to write a screenplay which they are interested in developing. And that's really all you need to begin a screenwriting career."You really need to develop yourself as a professional to make it in this business," he says. "Remember, you're writing to be produced." In screenwriting, unlike publishing, eventually, you've got to leave your safe, little world to mix and mingle. "Screenwriting is a collaborative art," and a lot of your success is dependent upon your personality and how you deal with people.So how do you get to that point?First, you have to have some sort of plan. This can be anything from a list of possible producers, to a full-fledged business style plan which has checklists and target points. The more serious you are about targeting the right people to query, the better the chance you have of finding them. Who are the "right" people? They're the ones who have done or are doing similar projects to the one you want to pitch. They're in the trades, in the news and the Hollywood Creative Directory. Keeping abreast of what is happening is half the battle. It's the only way you're going to know whom to pitch to.Once you have a "plan" in place, you can begin to contact people with queries. The Hollywood Creative Directory lists addresses, fax and e-mail addresses. I'm aware of more than moderate success from those who have e-mailed
 mailto:[email protected]
 mailto:[email protected]
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 producers with queries. "Only send your work out upon invitation," says Suppa. "Scripts that are sent out without an invite are thrown into a slush pile," he explains."Be careful who you send your work out to," Suppa cautions. Keep logs and meticulous records, so that you always know where your work is. Register your work with the copyright office, to protect yourself, but realize that you must take some form of calculated risk in terms of getting your stuff out there, if you are ever to sell anything.Using the copyright office is good forever, and it is the only legal method for establishing the time of authorship. The only advantage to using the WGA's registry service is that they will register anything, including synopses, outlines and treatments. The disadvantage is that their service must be renewed after five years."I don't leave anything behind [such as an outline or treatment]," after a pitch meeting, Suppa explains. "If they ask, I say I don't have anything." If they press the issue, "I say, hire me." Instead of turning in a synopsis or treatment, "give them a script," he says. Makes sense. As veteran screenwriting academic Lew Hunter says "You . . . want to be script writers. Not outline writers.""Most theft," he continues, "occurs in television." Since television writers are always under the gun with deadlines, there is more of a chance that something of yours could wind up being used there, than in a feature. "Television work is mostly staff-written. It takes a lot of time and effort to prepare a writer for a TV show, learning story-line and characters, so it isn't really worth their while to work with a lot of freelancers."Therefore, if you get an opportunity to pitch to television, go with a well-known agent to prevent any misunderstandings. The best way to protect yourself, of course, is to submit your work through known channels, such as agents, actors, producers and other writers whom they respect. Barring that, utilize resources such as the Hollywood Creative Directory to find suitable producers to pitch your work to. Follow-up on your initial queries with phone calls in two weeks. After solicited script submissions, a minimum of 4-5 weeks. You must be courteous and allow enough time for them to review what you've sent them."You can create your own buzz," Suppa says, by making everyone aware of just whom is reviewing your work. It serves two things: being up-front about where it is and shows your seriousness about marketing it.Once you get a potential option, structure it so that there is a non-exclusive, that is, limited ability to shop your screenplay so that if you manage to find other interest, you can pursue it. In this way, you're not tied to one producer/entity.And when you do get a bite, you can usually get an agent to rep you when you have a deal on the table. Either way, it is wise to have an entertainment lawyer look over the paperwork before signing any contracts. Especially if it goes beyond a minimum deal. Still, it doesn't hurt to have a trained eye review everything before signing on the dotted line. You can find affordable legal referrals California Lawyer for the Arts and the Writers Guild.It's your call, as to non-contracted rewrites. It's important to determine which notes are viable - which ones you may do any way, before tearing apart your work. You have to decide if spending the time to do the rewrites is worth your while, and act accordingly.Finally, here is what he suggests as steps to determine the marketability of your script: "What does the audience want for them [the protagonist]" - Paddy Chayevsky
 1. Themes from the heart (yours)2. Viable premise3. Recognizable genre4. Great opening5. Clear goal6. Characters we care about7. Balanced structure8. Strong protagonist spine9. One main character10. Identifiable opponent11. Conflict12. Illusion of reality13. Good dialogue14. Visual content15. Cathartic ending16. Professional screen style & format17. Rewrite & polish
 "Always remember," he reminds. "A pass on your first script is no reason to give up." Writing is a practiced art. " Just keep writing."

Page 5
						

5
 THERE ARE A NUMBER OF predators cruising the net and back pages of screenwriting magazines who call themselves "script analysts." They'll rattle off a number of qualifications--various gigs at production companies, agencies and so-forth. They offer to read your script and provide helpful notes to make it more "saleable." Their fees range into the hundreds of dollars.A variation on this scam is the "writing seminar" run by self proclaimed gurus (I actually fell for this one early on--if you want to read about it, click here.)There is only one type of professional who could (and that is a very slim "could") help you along with your writing, and that is a professional (i.e. produced) screenwriter. I know a lot of pros, and none of them (including myself) is going to take the time to help out a fledgling writer for a two or three-hundred dollar fee. The math is simple: A working screenwriter gets paid between a thousand and fifteen-thousand dollars per script-page. He or she would be silly to waste time writing critiques for pocket-change.But they can (and many will) do it for free.You see, most screenwriters I know had mentors--working writers that helped them hone their craft. In my case, I was fortunate enough to have several. None of these individuals charged me a nickel. Why? Because they had mentors, and the only way to pay those mentors back is by passing the gift they received on to others. If you're lucky and have an ounce of talent and ingenuity--in other words, your work stands out as promising--you may become someone's protégé. How? Maybe through a class, maybe through blind correspondence. Mentors are, by no means, essential for development. But they are helpful. And it does wonders for your confidence when an established writer recognizes your talent. Now, back to the "analysts."Anyone who would charge money to read and critique a script is a scumbag. Period. No exceptions. They recognize how desperate people are to break into the industry and gorge themselves on the fruits of that desperation. They're bloated leeches who prey on the dreams and aspirations of others.In short, inner-child abusers.These are individuals who, by and large, have never written a complete draft of anything. The few that have are likely unsold and/or unproduced. They will tell you that this is irrelevant, that you don't have to be Tiger Woods to teach someone a long drive. That's true. But it is also true that an individual who has never played a round--whose experience is limited to watching real golfers on ESPN--is likewise incapable of being an instructor. Think about it: If you can't train yourself, who can you train?In other words, they are failures.So if you want to learn how to fail, by all means, send them your money. Rest assured, they will provide notes that will make your scripts as good and as "saleable" as theirs are. As for me. I welcome friendly email, but do not, under any circumstances, send me an unsolicited manuscript. I don't have time to read and critique it. I'm too busy writing.
 RAISING YOUR GAME TO A HIGHER LEVELby: Don Vasicek (credits: Warriors of Virtue, The Crown) The first time I raised my game to a higher level in my screenwriting career scared the shit out of me.As part of my networking scheme a few years ago, I went to the Sundance Producer’s Conference in Sundance, Utah. Even though I live in Colorado and the majestic Rockies are always visible from my window, Sundance was equally as beautiful. Three days and three nights there was more than anyone could wish for even though it’s damn safer here than in the wilds of networking in the film industry. Saddam Hussein, you never know who means what. It’s all subtextual, you know, like reading between the lines.
 It was solid meetings, workshops, panels, screenings and parties. I met a multitude of people who work in independents and mainstream Hollywood folk. Many of them chaired workshops and led meetings. I learned a great deal about producing movies from some of the top people in the film industry. Just like layering your scripts with subtextual material, the Sundance Producer’s Conference was also layered with subtextual material. Besides the business at hand, people showed an interest in meeting each other. And there were over 300 of them at the conference.
 GurusBy: Daniel Knauf -- visit Dan's site unmovies.com
 http://www.unmovies.com/bio.html
 http://www.unmovies.com/bio.html
 http://www.unmovies.com
 http://www.unmovies.com
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 I focused my attention on mainstream Hollywood people. The reason for this is that I believed at the time and still do that in order to succeed in this business, I have to continue to move deeper into Hollywood even though my heart beats for the independents. We need each other if all of us are to succeed.This movement, if it is that, is to meet and link up with as many people as possible. I want to get to know them and I want them to get to know me even though it causes me to sweat in the dead of winter and lose weight even though I stuffing myself with fat.So, even though I am basically shy and quiet, I sucked it up and pushed myself into introducing myself to everyone. I knew this was it, I either did it, or I had to go back to sitting with dead bodies and writing (I still haven’t decided whether funeral homes or cemeteries are quieter. I do know both places are excellent places to write. Dead bodies don’t move, or make any noise or want anything. They just repose like logs in a forest. They recycle.) I met several top Hollywood executives, but none from a major studio. I even helped one exec who presently is one of the power kings in Hollywood use the pickle fork at our buffet dinner (best way I know of to meet others since the suits and the peasants dine together with this arrangement). He was trying to stab these small sweet pickles with his dinner fork to put on his plate, and they keep hopping away, and a couple of times, jumped to the floor. I said (my heart beating wildly), gawking at his name tag, “Here, Skeezix, use this pickle fork.” He looked up at me (he has eyebrows looked like Groucho Marx’s, you know, big, dark and bushy). He took the fork and successfully stabbed about a dozen and put them on his plate. He said, “Thanks, my name is Skeezix.” He held out his hand to shake. His plate tipped and a couple of pickles rolled off his plate and plunked on the floor.I said, “Yes, I know, I saw it on your name tag.” He glanced at mine. It was amazing how fast his eyes moved.“Don Vahsicheck?”“No, Don Vasicek. Nice to meet you, Skeezix.”“I don’t know why they make these damn pickles so small.”“You don’t suppose whoever makes them is a small person?”He looked at me; puzzled. I thought, oh, shit, he took me wrong, no sense of humor, and no writer’s imagination either. “I’ve always been impressed with your movies, Skeezix,” I said in an attempt to divert him.“I don’t blame you, even if I have to say so for myself. What films have you produced?”“Well, actually, I’m a writer/filmmaker. I just finished writing, directing and producing “Faces.”The rest of the pickles tumbled to the floor like minature logs rolling down a hill. Both of us watched them fall. It was like slow motion. We scrambled and picked them up.“I have some projects that just might fit you.” I handed him my business card.He looked at the pickles in the palm of his hand, then at the card. “Wasn’t “Faces” a John Cassavettes film?” I slipped the card in his shirt pocket (another daring move and my heart told me so as it leaped into my throat). “I’m sure he’d embrace my “Faces”, Skeezix. I’ll be in touch.” I took off like a comet.Well, life went on after that in spite of the pickles and the fact that I had overlooked Mr. Cassavettes’ “Faces” when I titled my film in addition that my 100% white cotton banded collar shirt was stuck to me like a wet towel. However, I was relieved. I had interacted with a big boy and had gotten away with it.I even mixed with Samuel Goldwyn, Paramount, New Line Cinema, Miramax, October Films, Good Machine, Killer Films, 20th Century Fox, Polygram, Universal, and banking and investmenet people at a party the next night. I approached others always trying to find them alone so I could give them my best shot, and the most successful way I did that was to talk with them about their interests before I plugged my interests in. I learned that these people were people, just like I was a person.A couple of weeks after the conference, I sent Skeezix a letter and pitched him several scripts of mine. I never heard back from him.Time passed. I kept him updated with holiday greetings and blurbs on what I had accomplished in each past year. He moved on from the company he was with to a major studio and become a co-president of a newly created division. I sent him a congratulatory letter and a jar of Cosmic dill pickles. The next holiday season I sent him my usual holiday greeting with the usual blurb on what I had accomplished during the past year. A couple of weeks later, his assistant, Archie, called me and asked to see a script I had mentioned in the holiday greeting. This was the first time I had heard back from him even though it was indirectly.Bear in mind this was right in the middle of the holiday season. And nobody, particularly studio executives, do any business from November until the third week in January. I think they ride ballons over the Serengeti or something like that even though I know for a fact some of them go to the Hamptons. I told Archie that I was right in the middle of a rewrite on it and would get it to them as soon as I finished it. Archie asked me how long that would be, that he had to give Skeezix a timeline.
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 I swallowed. My throat was very dry and my water bottle was in another part of the house, about a thousand miles away. “About a month,” I said dryly (literally). I was damned if I was going to send Skeezix or Archie or anyone else any other copy of the script. What in the hell was I rewriting it for?Archie said matter-of-factly that would be fine. I bet to myself at the time he was snacking on Palmetto caramels and washing them down with cola.I hustled after that, but not really. You know, it was like, okay, so Skeezix wants to see my script. He had Archie call me. So, I thought, let them wait. Why in the hell should I cancel my vacation plans? My wife and I travelled to Ecuador and rode in a truck. The Chevrolet logo was on the odometer, but the steering wheel had the Ford logo, (go figure) over a mountain pass returning from the Cloud Forest with Hector. I taught Hector how to say cow in English. He taught me how to say tree in Spanish although I already knew that and I’ll bet he already knew how to say cow in English. I gave him some Cliff bars for a tip since he was thin. He laughed and told me about how he and his brothers get drunk every Saturday night as he rounded a precipitous and precarious curve on a dirt road about 10,000 feet up. He pounded and pounded on the horn. As we rounded the curve, a bus made in the 1950’s full of people, chickens, pigs and dogs and that included on top, the sides and the hood of the bus as well as inside of the bus, stopped. It backed up until it found a small place off the road so that we could get by. When we drove by, several people spit at us. I did finish the script even though no one told me to wear long pants in the Cloud Forest. I counted 43 mosquito bites on my legs and had to scratch and write and write and scratch. And it didn’t help any when I went to bed at night. We had a wool blanket, compliments of the cool nights. I got the script off to Veronica, Skeezix’s story editor. About eight days later, Archie called me.He told me that Veronica thought the story was a good story and it was a fine read. He said it wasn’t quite right for them, that they’re passing on it. I asked him why. He said they had trouble with a couple of the subplots. I asked him what it would take to bring the script back to them. He said, “attachments, strong attachments.” I said okay, give my best to Skeezix and Veronica, and I’ll be back.So, I had my agent call Skeezix. He pushed her off onto Archie. Archie told her to bring back strong attachments and they’ll talk. So, we’re still working on that even though I had gotten rid of the mosquito bites by then. And the more I expose the script to others, the more I hear about how much they like it and they aren’t giving me any shit about my wanting to direct the movie. Well, suffice to say, I did write a couple of dozen more scripts. I worked on another major studio picture as a writer/consultant and sold another screenplay which was produced. And I still send Skeezix updates on what I am doing along with Archie and Veronica. And I just heard that Skeezix was made president of one of the major studios. My, my and I taught him how to use a pickle fork.The fine point of all this is that raising your game to a higher level gets you places even if it scares the shit out of you, but you’re the one who has to do it. See, Michael Jordan.
 Selling Non-Fiction to Hollywoodby Skip Press If you saw the movie "Midnight Express" you may know that it is the true story of Billy Hayes, an American who suffered torture and deprivation in a Turkish prison after being caught smuggling drugs. What you might not know is how producer Peter Guber secured the rights to the story. Guber read about Hayes' dramatic escape in a newspaper article, and like many Hollywood producers wanted to make a movie of the story. Guber beat everyone by flying out to the Midwest to meet with Hayes' parents. When Hayes returned home, Peter Guber had a deal waiting for him. The movie was so powerful, at least in part, because audiences knew it was based on real events. Anyone with a great true story can sell it to Hollywood. You simply need to know where and how to place your material. One good place to start is the hottest movie "pitchman" in Tinseltown, producer Robert Kosberg. A woman in Arkansas whom he didn't know faxed him an article she thought would make a good movie. She had not written the article, she was not featured in the piece, nor did she know anyone mentioned. She simply thought the true story could be good onscreen. When all was said and done, producer Kosberg had acquired the rights to the article, set up a movie deal at a major studio, and paid his Arkansasan story scout $100,000. That's right, 100 Gs. Real money. 1000 pictures of Benjamin Franklin to walk around with, or to hide in your mattress. If you don't believe that story, tell Robert Kosberg via his Sell Your Movie Idea to Hollywood site. If you want to make a good impression, keep your idea brief. Don't blindly email a book or screenplay you¹ve written. Kosberg is frank about what he thinks he can sell, and he screens dozens of ideas every day. He's one of the people involved in the "Interactive Lounge" pitching session at the Sundance Film Festival 2000, along with the ShowBiz Data website proprietor and movie producer Oliver Eberle.
 http://www.moviepitch.com
 http://www.moviepitch.com
 http://www.showbizdata.com
 http://www.showbizdata.com

Page 8
						

8
 People who successfully break into Hollywood work hard at it, and those who communicate the most generally have the greatest success. As a freelancer, I know how difficult it can be to promote your work while facing constant deadlines. I've broadened my exposure by reselling regional articles nationally or internationally, but building up such outlets can be a daunting task. Hiring a secretary is usually beyond the means of most freelancers, and while staff writers have access to more resources, there's usually little time to work at reselling. Industry R&D, a unique media company in Calabasas, California is a freelancer's dream. If they like your story, IR&D will forward it to media outlets across the country, follow story developments for you, notify information TV shows like "Hard Copy" and "48 Hours" about your material, and even introduce it to producers and studios, always listing you as the source. If you're a seasoned veteran, IR&D will even bring stories to you which you can pitch to your editors. "If a writer has written on a local level or tips us on a local story, we work with them for free," says IR&D president Tom Colbert. "We're paid on the other end to spot ideas all day." IR&D is currently developing over 5,000 stories for print, TV shows and movies. 32 of their stories have been bought by movie studios, and 16 of those have been made into films. The "Fly Away Home" feature from Disney was one. IR&D also has a national pool of veteran writers who sell to national magazines. The company provides them with stories; if a writer develops it for a national magazine, they pay IR&D a $250 fee and IR&D pays the story provider. Naturally, if anything bigger develops, like a book or a movie, the original source gets a cut of that, too. "We're reversing the old trip off the small town writer syndrome," Colbert says, "Anyone can bring us ideas, even if they're still working on them. We have 45 major clients, TV and print, who buy ideas from our source network. Our national writers pool sells the ideas to outlets that we don't work with at IR&D." Writers interested in being in the writers' pool can contact Colbert directly. He¹ll ask you to send in a bio with some tearsheets from national magazines. If you have a story you want IR&D to pick up, contact Colbert at [email protected]. Industry R&D is located at 23945 Calabasas Road, Ste. 207, Calabasas, CA 91302, phone (800) 995-6808, fax (800) 995-7978. If you want to do more than merely sell your story, like writing scripts or becoming a producer, it's easier than ever for non-fiction writers. As the number of television channels proliferates like cyber-rabbits in an electronic cage, all the material can¹t be reruns, and it's much easier to break into scriptwriting with non-fiction. Cable channels like Discovery and The Learning Channel are all reality (non-fiction) programming, and writers who can deftly turn a fact-filled phrase are in demand. You need to know screenplay format, which anyone can learn, and have a good ear for dialogue. Other than that, you need to be able to do great research. You don't even have to move to Southern California to write for television. In 1997, I met Bart Wilcox of Wichita, Kansas by answering an ad he placed on the Hollywood Network. Bart and his partners at Perfectly Round Productions were developing "Algo's Factory," a TV science show for kids to be broadcast on the United Paramount Network (UPN). Bart and I traded emails, talked once on the phone, I sent him a writing sample, and within a week I had a four-script assignment. "Algo's Factory" was planned in Kansas, filmed in Minnesota, and written by myself and the other staff writers all living in California. We could have lived anywhere in the world and done the work. You have to do whatever it takes to get them, particularly if you're interested in selling to Hollywood.Hollywood needs you, because good true stories are hard to find. That point was fully conveyed to me when I interviewed Marc Lorber for my book Writer's Guide to Hollywood Producers, Directors and Screenwriters' Agents (Prima Publishing). Shortly after I met Marc, he became the head of Television Development for Hallmark Productions, then Vice President of Development for Television for Mike Medavoy's Phoenix Pictures. I came across Marc by doing a member directory search of America Online. When I entered the keyword "producer" his member profile was one that popped up. By the time you read this, Lorber will have become the VP of US production and Development for Carlton, the UK media conglomerate, in their Los Angeles office. But even though he's moved up the Hollywood success ladder, he still has the same email address. You can reach him at with a short email description of what you have to offer at [email protected]. Lorber might have moved up the Hollywood success ladder, but he still has the same email address. You can reach him at Phoenix Pictures, 10202 W. Washington Blvd., Frankovich Bldg., Culver City, CA 90232, phone (310) 244-6138 or (preferably) post a short email description of what you have to [email protected]. Email gets a quicker response.Email gets prompts a more immediate reply than just about any other medium, particularly if your work is unknown to a producer. It can also lead to lasting relationships; when you¹ve traded a few emails you begin to feel like you know your correspondent. As an example, in October 1997, I chaired two panels at the first annual Hollywood Film Festival. Some of the people on my panels I had previously met in "real life," but I mostly knew them via phone and email. My panelists were as eager to press the flesh with me as I was with them. I attribute it to the human need to
 http://www.hollywoodnetwork.com
 http://www.hollywoodnetwork.com
 http://www.hollywoodfilmfestival.com
 http://www.hollywoodfilmfestival.com
 http://www.hollywoodfilmfestival.com
 http://www.hollywoodfilmfestival.com
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 put a face with a voice, a body with a collection of thoughts. If you don't believe this, do an experiment. Get in an online chat room and propose a group get-together at a mutually convenient place. You'll be flooded with responses.If you are outside the Los Angeles area, haven't sold to Hollywood, and don't have an agent in town to sell for you, a cyber-connection is your best bet in breaching the "newbie" barrier. It works wonders. I'd met producer Robert Katz ([email protected]) of Esperza-Katz ("Gettysburg," "Selena") before the Hollywood Film Festival, and had talked to him many times on the phone, but on our panel discussion I learned that his company had two films going into production that Katz first learned about about via email. Busy Hollywood executives love email. It's quick, immediate, and you have to state your business succinctly or get deleted. If you can state the "high concept" of your story, the 25 words or less or what it's about, that's perfect. Think TV Guide description and you¹ll have the idea. "Police Woman Centerfold," for instance, or "Switched at Birth." As a non-fiction writer accustomed to coming up with headlines, it should be easier for you than for writers who primarily create fiction.What writers and agents selling to Hollywood have over people outside the system is information. Thanks to the WorldWide Web, that advantage is changing fast. One of the hottest sources on Hollywood "buzz" is located in an apartment in Austin, Texas. Harry Knowles' Ain't It Cool News will tell you what test audiences are saying about new movies and much more. The site got the attention of USA Today, which featured it in an article.If you have a story that you think would make a good movie but aren¹t sure if the subject has been done before, you can research if for nothing at two sites. The Internet Movie Database is a tool for finding out when a film was made, who directed, produced, wrote, starred, etc. The IMDb is a great tool, but in my estimation the All-Movie Guide is about as good. See which one you like best. Once you¹ve done your research, the next question becomes "How do I find someone who will buy my story?" Conventional wisdom is to find an agent, but the real truth is you can approach a great number of producers by yourself. You can reach all of them via the Hollywood Creative Directory. The company also publishes the Hollywood Agents & Managers Directory and several other Hollywood source books. For details and the latest prices, call 800-815-0503 if you're outside California, or 310-315-4815 if you're in the state. The best deal is their online subscription. If you call, they'll give you a temporary screen name and an access code to try out the service. The Hollywood Creative Directory lists thousands of entertainment people, their production companies, their personnel, their phone numbers, fax numbers, e-mail addresses and/or Web sites, and a few of their credits. The online listings are updated weekly, whereas the print versions only come out quarterly. A competing site is In Hollywood from Brookfield Communications at (which recently became a part of the new Hollywood industry information supersite, Creative Planet). This site offers a free trial and a $19.95 per month subscription. On the site you can find out what novels and scripts are selling, where to find people, and a search of their database offers an excellent cross-referencing of credits of filmmakers.There are tons of sites these days offering an inside track to the world of Hollywood development. You'll just have to decide which sites are useful and which ones you like best. From TV movies to feature films, "Based on a true story" can be Hollywood movie gold. Nonfiction writers have a better chance of seeing their name onscreen than ever before, and these days you can sell to Hollywood from anywhere in the world.
 Here Lie Beasties - You Damn Betcha!The Inevitable Doom of Allowing the Supernatural Into Your Screenplayby: NEILL D. HICKS [WRITING THRILLER & ACTION-ADVENTURE FILMS with NEILL D. HICKS] Ever since the Almighty booted the Satanic butt out of Heaven, Number Two has been trying harder. Naturally, the crafty opportunist has made some of His most successful intrusions into the souls of fellow poseurs, Hollywood screenwriters. He's stood them on the mountain top and shown them the untapped whiz-bang audience exploitation available for the asking by any hack willing to invoke His name. Yea, and multitudes of those trite scribblers have enthusiastically embraced the Archfiend to suckle at the tit of effortless achievement. But Beelzebub is ever the master prevaricator, a beguiler whose promises are the essence mendacity itself. You see, He neglects to tell these covetous second-rate typists that once the Serpent is set loose, there is no way to contain it. In other words, by inviting the supernatural into the screenplay, the writer just sold his soul to a script that he cannot possibly make work. For the longest time, as human history goes, Lucifer made hardly any headway at all on earth because there was far too much competition from commonplace personal devils. As anyone of Gaelic or Jewish descent can attest, the ancient banshees and dybbuks were merely anthropomorphic specters of the soul-maiming internal chimeras that we
 http://www.allmovie.com
 http://www.allmovie.com
 http://www.hcdonline.com
 http://www.hcdonline.com
 http://www.inhollywood.com
 http://www.inhollywood.com
 http://www.creativeplanet.com
 http://www.creativeplanet.com
 http://www.screenwriting101.net/
 http://www.screenwriting101.net/
 http://www.screenwritersutopia.com/pros/hicks/NoHo.htm
 http://www.screenwritersutopia.com/pros/hicks/NoHo.htm
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 now do battle against with anti-depressants. However, as the Church subsumed these barbarian demons into fat, jolly elves, romping bunnies, and jaunty leprechauns, ironically, by slow diminution organized religion eliminated the mysterious and powerful spirits that inhabited the forests of the mind, to blaze an open pathway for the Prince of Darkness himself. Hell, somebody had to be made responsible for the ills of the world, and if you couldn't blame warring gods or earthly imps any longer, then who could you condemn? What the Bible was fuzzy on, Dante made quite clear, and Old Nick was slowly ascribed greater omnipotence in the absence of any other figure mighty enough to sustain the incomprehensible. Now, the advantageous quality of the ancient, capricious gods of earth and mind, was that they could be appeased, bought off, and sometimes completely avoided if one knew where not to step, or how to recite the proper incantations, or the exact garlands to wear at what time of year. Certain rituals, both communal and private, could protect and pacify. There were rules by which the underworld could be managed. The rules might be as perplexing as a Gaelic knot, but appropriately invoked, evil could be kept at bay. But even these powerful antidotes were eventually lost to the pallid sacraments of milk and cookies by the chimney. As a result, in the West we have culturally imbued Satan all other ungraspable forms of the immaterial, with an infinite power of control — and that is the writer's predicament. If there are no rules, the fundamental dramatic contest cannot be won. If the context of the screenplay world cannot be limited, there is no way to end the story. The main character cannot possibly triumph, and the audience must, necessarily, stagger out of the theater disappointed.The establishment of context, the cosmos of credibility in which your story occurs, is of paramount importance. The audience has made a deal with you to suspend disbelief as long as you deliver them a story that makes sense within the context you set up. You must locate the audience solidly in the first few minutes of the story — and you must not violate or add to those rules as your story progresses.Ira Levin had the good sense to realize principle, and stopped his story with the threat of Rosemary's Baby, but countless other writers since then have unleashed their beastly creations full force. The most recent of this misguided souls is Tim Burton. Of course, the credits read Screenplay by Andrew Kevin Walker from a Screen Story by Kevin Yagher & Andrew Kevin Walker, but Satan makes sure we can't miss His proprietary grasp of The Legend of Sleepy Hollow. Burton's film has absolutely nothing whatever to do with Washington Irving's original tale, but, of course, stealing from writers, long ago ceased to be a sin, even in the eyes of the Creator. The Almighty figured that stealing from writers has about the same moral wallop as tick squishing. It takes a powerful lot of creative thievery to earn you so much as a nanosecond in purgatory. Nevertheless, Burton provides Sleepy Hollow with the kind of high-budget visual adroitness you would expect. At the turn-of-the-century (19th Century, that is) a proto-Sherlock-Holmes-Inspector-Gadget, Constable Ichabod Crane, is dispatched to upstate New York in order to solve a series of grisly beheadings and, not incidentally, prove that the murders have no relationship to the superstitions held by the local yokels.. But the locals aren't so yokel after all. They're prosperous, intelligent, and damned conniving Yankees, each of which has a very good reason for committing the profitable crime of homicide. So, a little Sherlock Holmes, a little Agatha Christie, a breath of blossoming modernism in the face of folkloric superstition, some
 chiaroscuro lighting, and the cosmos of credibilit established for an intriguing, shadowy detective mystery story. The audience snuggles down for a thumping good tale.But, alas, the first quality Satan eradicates in a sellout writer is the scribe's innate sense of what makes a story work (okay,). Yet, although the audience has been promised a mystery story headed by a detective of scientific methodology who will solve the real-world mystery — Burton suddenly changes the rules of the game. Midway through the film, Constable Crane gets the bejesus scared out of him by the Headless Horseman, and declares, against everything we rely on about his character and the story, that the top-lite trooper is real. From here on, the tale gets sillier and sillier until not even God Himself could rescue the mishmash of brainlessness. It's the old lament, the Devil made him do it. Burton, et. al, succumbed to the temptation of incorporating the supernatural, an irredeemable decision that leads into an impulsive morass where the mortal characters are powerless to win. There is no worthy dramatic contest, so there is nothing the main character can overcome. The crucial mistake is twofold: not clearly setting the boundaries of the context in the beginning; and then capriciously changing the rules during the story so that the audience has no fixed place from which to view the movie. In contrast, the
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 best of the Dracula films, for instance, establish firm story boundaries which allow the audience to willingly suspend their disbelief and enter the special world confident that they will be thrilled but not deceived by the storyteller. Burton, instead, tricks us, bamboozles the audience with a conspicuous disdain for our trust. Of course, the Great Lounge Lizard never promised to be trustworthy, only to be resplendent.Thank God for the end of this millennium. We have been assaulted with enough pedigreed New Age metaphysical rubbish to swamp human critical thought for generations to come. There are still plenty of hacks up there on the mountain top casting their souls at Lucifer for whatever bright baubles will next seduce the multitude, but maybe after this spate of inane films exhausts itself, we won't have to put up with counterfeit frights forged by half-witted writers for at least another thousand years.This article is adapted, in part, from Neill's forthcoming suite of books on genres which will follow his successful Screenwriting 101 — The Essential Craft Of Feature Film Writing.
 PAGE FRIGHTby: NEILL D. HICKS Writing is the most frightening profession you can undertake. Oh, sure, rescuing a kitten from a burning building, or topping off a skyscraper, or plunking down a few mil on the latest IPO may cause you to catch your breath once or twice, but writing is really terrifying.At least with the kitten, the skyscraper, and the IPO, you'll know you have an obvious, unmistakable success or failure. Writing is always uncertain. Even at its best, it never quite matches that Precious Vision that began the process. The product is always in some respect a compromise. Perhaps the compromise that results from the creative decisions you've had to make along the way produces a far superior work than that capricious hallucination of your fantasy, but the written page is never quite the same unflawed daydream child it was before craft breached it into the world. Every time you face the blank page, then, the potential for failure is enormously high, perhaps even inevitable. We're not talking about popular or economic nonsuccess here, but real personal deficiency, the kind of naked truth that jerks you awake in a cold sweat at night. We're talking about I'm-a-fraud-and-everybody-knows-it failure. That is what makes writing the most terrifying profession. This is the reason why many would-be writers never get around to putting anything down on paper. It is also the reason why so many people who wouldn't presume to fly their own airliner or perform their own hemorrhoid surgery or even mow their own grass are absolutely certain they can do a better job of writing than a professional writer - after that writer has knocked back the blank page to create a work of something from a beginning of nothing.The problem, of course, is that the screenwriter is injected into the work to such a degree that it is often difficult to separate where the incarnate person stops and the fictional characters begin. We regularly tell ourselves that we are basing a character on cousin Charlotte or Uncle Max, but the fact is that Charlotte and Max are merely starting points. They have certain superficially observable traits and behaviors that we find interesting, and we try to extrapolate character from these mannerisms. But the truth is, all characters are you. Who else could they be? You, the writer, are probing your own soul to touch the vulnerabilities until you discover that cantankerous cousin Charlotte in life is actually an eccentric millionairess as a character, and the living good-natured Uncle Max is a screenplay psychopathic rapist. Charlotte and Max have reached inside of you for the components of your soul that become living characters. The writer then forces those attributes through a magnifying lens. Sometimes it can be delightful, when you touch the part of you that's a quirky philanthropist. But when you get in touch with the part of your essence that is angry, demented, and evil, it sucks the breath out of your body and you push yourself away from the keyboard. You'll go anywhere except to that place. Eccentricity is one thing. Raw evil is an entirely different matter. If you've touched it, you know it's there. The difference between professional writers and amateurs at this crucial stage is that the professionals write through the fear, manage it, and use it to make discoveries about their characters, more than about themselves. The amateurs either run away or, worse, wallow in their personal distress until their screenplays become nothing more than incoherent psychotherapeutic masturbation exhibited on the page. What is most alarming is that the dread you discover doesn't have to be evil at all. Far more often the dismay you encounter is simply the terror kept in some painful part of your inner self that you have successfully hidden or ignored. Suddenly, there it is, demanding expression in a character. Do you manage it, write through it, make it work for your story - or do you run away? Are you a professional or an amateur?
 http://www.screenwriting101.net/
 http://www.screenwriting101.net/
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 Example of the Jarvis Method, using STAR WARS By John Jarvis John Jarvis is a member of the Writers Guild of America, a kind of doctorate in the screenwriting world. In Hollywood, the WGA membership is respected even more than his B.A. in English and M.A. in Humanities. Before going to Hollywood, the Norfolk, Virginia-born writer wrote radio drama and features for radio stations WGH and WHRO. In Hollywood he, among other things, free-lanced for Ralph Edwards-Stu Billiett, producers of "The Family Medical Center" and "The People's Court." Jarvis has also written many articles, fiction and non-fiction, for national magazines. For several years, his bimonthly columns in the respected trade magazine Screenwrite Now! featured his ideas on fiction writing and the structure of screenplays. Jarvis is the creator of The Jarvis Method of story writing. (Each month, you can read about his Method in Story and Myth: The Journal of Classic Story Writing.) He is also the chief designer of StoryCraft Writer's Software. He is the current president of StoryCraft Corporation. His e-mail address is [email protected]
 Star Wars personifies modern mythological drama. It goes, as Thomas Mann once said, to our "picture dreamings" -- the structural essence of the universe that makes up nature. This film, being an epic, is also an excellent illustration of the distinction between film and drama. For the drama belongs to the mind, that is to say the conscious, whereas film speaks to us only through the unconscious. Hence, film is more allied with music and poetry, just as drama speaks to us more in the words of the novel. This difference also manifests itself in subject matter. As mentioned above, film does fine with epics -- witness the recent movie Titanic. Indeed, before moving on, let's take a moment to look at the nature of this film. The love story sub-plot in Titanic has been much critiqued as being too "upstairs, downstairs" but film tends to deal in stereotypes when it comes to character. For, as in myth, in film character tend to represent type, more than real human beings; and therefore tends to take poetic liberties with the truth as the common man sees it. But epic is anathema to the drama, and only works in large prose works (such as War and Peace.) Indeed, Titanic is reminiscent of another great epic, D.W. Griffith's The Birth of the Nation. For as with that film dark tragedy and passion, a finality to our "picture dreamings," often take the place of "common sense" truth, till we begin to see that there is a Truth that lies not quite in our grasp -- a pot of goal at the end of the rainbow, perhaps, but more akin to the spirit of the Church. If you will now think of the characters in Star Wars, they are unusual and typical of an epic. That is, they have what I call super ability and an air of mystery about them. A drama, on the other hand, would dwell on the character's backstory and need, something almost entirely missing in Star Wars - as they are in all good films This observation comes, I know, as somewhat of a shock, but those who have been taught fiction are usually instructed by prose instructors, or film instructors so influence by prose requirements that they pass character development theory on to their students as gospel. But film, as we have seen, has different basic needs, needs that are almost entirely neglected by misguided instructors. Therefore, I use something I call the Category. This category is based on what medium you are writing for. Later on, based upon this Category choice, a major distinction between the character development of the Hero and the Antagonist will be made depending upon that decision However, there is one place where both the other instructors and I agree: a good story needs good structure. After trying a number of different methods, I settled on the hero's journey scheme, as descible by Joseph Campbell in his Hero of a Thousand faces. This structure system uses only 12 steps, but so well details the hero's journey though life that I've found it to be the best one. What I have done in StoryCraft, however, is five each of these stages a special content step, based on the Story Type template. Hence, in my Method the each step has content, rather than just presenting the writer with a list of steps with the injunction: "Now write." But enough theory! Let's look at my Method in action. I will very briefly go over the highlights of Star Wars. The First Stage in the Jarvis Method has nothing to do with any of the sophisticated stuff that comes later, however. For what we need first is a simple statement of what the story is going to be about. I call this the Story Concept, and in Star Wars it is simply:
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 Good triumphs over evil in a galactic warNow comes the important Category selection. As this is film, our choice is naturally: Action (Note this choice has nothing to do with genre.) Another initial choice is the Story Type. This comes from a list of plot templates I use in my StoryCraft software. The Story Concept dictates the choice of the Story Type template. Star Wars uses a template called Adventure, focus on locale. This last - Story Type - is now detailed in what I call World Creation. This is simply six premise sections, the forst of which is:
 1.The Ordinary World This is generally the main charter's original home, as it is in Luke's case. I am skipping detail so the piece won't be longer than it is, but If you were writing this script, you would spend some time here describing the area, the living quarters, the environment, and anything necessary for the story. Second, since it will comprise about 98% of our story, we need to spend a great deal of time (and about 10 pages of notes) detailing the
 2.The Extraordinary World Again, I am skipping space (no pun intended). However, in an actual story, you would probably have close to ten pages of notes about the place where the antagonist, the main character, etc. spend their time. (Make sure that every part of the area you plan to write about is covered here. In short, here (and in the other parts of world building, is where you write your story. And if good ideas don't come here, keep at it till they do.) So, in one line, the Extraordinary World is the world where Luke finds the Death Star, Vader, Hans Solo, the Princess, and so on. The time has come to build the hero. This should also take at least 10 pages of notes. Most good writers make 15 or so pages at this point.
 3. The Hero In the Jarvis Method, the Theme hero and the Action Hero are quite different. Since this is an Action story, we need to find the hero's super abilities and his arc. His super abilities are the Jedi capabilities that Luke will develop over the course of the three films. The arc is a growth from innocence to wisdom -- typical of an Action story. In the second film of the series (The Empire Strikes Back) we are to see that Luke places ethics above all else (an ideal the eventually gets to Vader). The need is to save the Universe from evil (no less!) What makes this story work is the constant action and supernatural depth of the characters. Helpers introduce a variation from the main plot. These characters should not receive anywhere near the notes you gave to the main hero.
 4. Heroes Helpers Han Solo is one of the main helpers (although Luke has many others. Not only R2D2, but Obi-Wan Kenobi, Yoda, the Princess, her people, etc. In the last of this series, Han begins to emerge as the main character. Indeed, if we were using the Method for the last film, we would be spending much more time on him.
 5. Antagonist Vadar, of course, who is a human manifestation of the real antagonist: The dark side of the Force: As with the heroes helpers, the Antagonist's helpers should not be drawn with anywhere as much depth. However, since they are an obstacle the hero must overcome, they are slightly more important that the other helpers.
 6. Antagonist Helpers Here we have what are called in mythological teaching, the Gate Keeper and the Shape Changer (sometimes, Shape Shifter). The Death Star and the Emperor are the Gate Keepers, Princess Leia is the Shape Changer. (I know, I know, she's also among the hero helpers. In myth it is not unusual to find a women who serves both the dark and light forces.)
 In sports or a chess game, the opponents must be evenly matched. So it must be with stories if they are to interest the reader or viewer. In short, you need to spend as much time on the Antagonist as on the hero.
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 That's it! Except for the structure. And rather than trying to tell the picture, I will just outline the 12 Structure Steps, which I call Story Creation. Keep in mind, though, that if you were actually writing the story, you'd have a lot of notes for each step as well as (probably) some sample dialogue.
 • Structure Step #1: "All happy except hero." • Structure Step #2: "Hero, called to adventure -- doubts, changes mind." • Structure Step #3: "Hero meeting Ally." • Structure Step # 4: "Hero, on a strange places edge." • Structure Step # 5: Hero's beginning adventure." • Structure Step # 6: "Trial by Antagonist (Hero winning)." • Structure Step # 7: "More trails by Antagonist" • Structure Step # 8: "Failure of hero -- near death." • Structure Step # 9: "'Escape' of Hero." • Structure Step # 10: "Battle between Hero and Antagonist." • Structure Step # 11: "Hero's defeat of Antagonist." • Structure Step # 12: "Hero's triumphal return home."
 Write or die.by: Daniel Knauf -- credits: BLIND JUSTICE (HBO) Why screenwriting? I didn't exactly set out to be a screenwriter. Although I always loved movies, my early interests ran toward fine art. I drew and painted my way through high-school and early college. In my second year at Pasadena Community College (ahh, yes. PCC. The 13th grade), I took my first creative writing class with Jerene Hewitt and discovered that I had some talent. There, I had an epiphany (whether it was due the class or the vast quantities of illegal drugs I was ingesting, I'll never know), namely, that the human mind is the biggest canvas of all, and words were the medium of choice.So I changed my major. It was also in Hewitt's class that I met my first fringe-Hollywood shark--this odd, older guy who approached me during a break and told me how "terrific" and "visual" my writing was and what a "great ear" for dialogue I had. He then offered me money to remove my shoes and allow him to sit on my bare feet for the duration of class. No. Just kidding. Although, in a way, the truth is even seedier.After complimenting my work, he asked me if I'd be willing to write a screenplay based on one of his "ideas." I told him I'd think about it. That evening, I called him and asked how much he'd be willing to pay me for the assignment. He went totally ballistic, shouting that he was offering me "the opportunity of a lifetime." This is interesting, I thought. I wondered if he'd ever tried that line on a plumber or an auto-mechanic. "Five-hundred bucks for a rebuilt transmission? You asshole! I'm offering you the opportunity of a lifetime here!" I decided to give him the same answer the mechanic would likely give him: "Thanks for the opportunity, but, uhm, fuck off, okay?"The truly absurd thing about my first little adventure is that it was repeated (and is still repeated) regularly by various players and non-players alike. From parking-lot attendants to seasoned producers, everybody's got this "great" idea for a movie. All they just need is somebody to "connect the dots." Right.Since I'm a native Angeleno--that is, I grew up in L.A.--I knew what every native knew: The movie-business is for saps and misfits. So I focused on writing poetry and prose, steering well clear of anything that smacked of "screenwriting." Consequently, I steered well clear of anything that smacked of "income."That changed when I decided at a ludicrously young age to get married. I set aside my dreams of being the next Bukowski and worked a series of real jobs until I was twenty-seven or so. At that point, I was fairly successful, wearing expensive suits and making scads of dough as an insurance broker. I had a lovely wife, a house and a wonderful son. I also had fallen into the habit of waking at two in the morning every night, slipping into the guest bedroom and sucking on the muzzle of a loaded shotgun for five to fifteen minutes.Now, the obsessive desire to paint your final masterpiece on the ceiling with your brains is definitely a sign that something is amiss. Either that or a radical piece of performance art.I decided to seek help for what turned out to be a pretty clear case of major clinical depression. Talk-therapy helped, but only to a point. I tried anti-depressants, but they were about as effective as bullets on Superman. But, finally, I did find some Kryptonite: I started writing again.
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 I've heard it said that one does not "choose" to write any more than one "chooses" to breathe. For some of us, it's a necessary function. It certainly was in my case. Write or Die, that's my motto.So I churned out short stories, still steadfastly avoiding anything that involved shots and sluglines. I'd finish one, send it off to to a few magazines, then start another. When the rejection slips came, I pinned them up on a corkboard over my computer. I didn't care. My primary motivation was strictly to exercise the craft. Publication was really only an afterthought in those days. Write or Die.Finally, I did get published. The title was "Bess." It was a dark story about a young man whose apartment is haunted by his landlord's daughter. A few months passed and I received a check for $13.50 US from 2AM Magazine.Thirteen dollars and fifty cents. I was a pro. Yikes.As I mentioned, I'm a depressive. But I'm a pragmatic depressive. And I realized that as long as I'd been doomed to roll this particular rock up this particular hill, I might as well get paid a living wage for it.I decided to try writing a screenplay.Ironically, that sleazeball in Mrs. Hewitt's class was right. The form played to all my strengths--visuals and dialogue. As I wrote, I began attending classes and seminars, reading books. I finished it in three months. Fortuitously, at an AFI workshop, the speaker that week was a development person for a company that produced cheapie movies. Someone asked what they were looking for, and she blithely described exactly what my script happened to be: low budget, high concept, horror. I approached her afterwards and said (with brazen confidence borne of utter cluelessness), "I've got something you're going to want to read." I was right. They bought it. Four-thousand dollars. Then they hired me to rewrite another one. None of those movies got made, thank God. I had no idea what I was doing. Just raw talent, really. No finesse or real craft. But I learned. And the cool thing was that I got paid to learn.Five specs later, I wrote a movie called CAANAN'S WAY. I had just picked up a pair of very cool retro sunglasses. Not 1970's retro. More like 1870's retro: Small, round black lenses in gunmetal frames. I was driving home on the freeway when I glanced in the mirror and thought, "Ooh. Blind cowboy glasses." Upon articulating the thought, I immediately got an image of a tall, unshaven guy in a black duster and a preacher's hat standing against a cobalt blue sky (lots of my ideas start as random images). I then flashed on these cool Japanese movies I used to see at a revival house about Zatoichi, the blind samarai. An amended thought: "Ooh. Blind gunfighter glasses."The resulting script, CANAAN'S WAY, was produced by HBO (retitled BLIND JUSTICE). It starred Armand Assante and Elisabeth Shue. They paid me $125,000 US. No! Correction--they paid me $125,000 for something I'd be doing anyway for free. They paid me $125,000 for breathing!Write or Die.Since HBO was the first signatory to buy my work, I finally got my Writers Guild card. James Bond may have a license to kill but, if he had a WGAw card, he'd have a license to steal, too. Plus he'd get to take Pussy Galore and Felix Leiter to tons of free movies during Oscar season.God, I love this job.Well, most of the time . . .For instance, read http://home.earthlink.net/~dknauf/swt.htm to find out about my experiences in the big-budget development game with NON-STOP.Now, up to BLIND JUSTICE, I'd never been represented. Afterwards, I signed with an agent. "Great," I thought, "I finally have someone to hustle for me."Wrong.As soon as I signed, I abdicated my progress into the hands of a third party. And the third party in question (i.e. the agent) must've felt he wasn't in the business of setting up deals. To make things even worse, he wasn't actively marketing the specs I was writing. My career came to a screeching halt. It took me two years to figure out that having no agent at all is better than having the wrong agent. So I fired him and moved back to square one--hustling myself like crazy. This included the development of my website ( http://home.earthlink.net/~dknauf ) plus following up on every contact I'd ever made, plus every contact I'd never made.The website has been a mixed bag. I've made a lot of new friends plus I've actually gotten some serious queries from agents and producers. Best of all, I'm getting read. As far as "pitfalls" go, I haven't stumbled across any, so far. It's like most businesses on the web. A presence is not really beneficial in and of itself, but it's a great tool from the standpoint of using it as an online resume/catalogue that actively involves the user.Let's see . . . what have I learned? What great advice can I give to the newbie:
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 1) Never talk about writing. Just shut your mouth and do it. 2) Learn to write poetry. Study it. It teaches you how to create evocative and economical prose (emphasis on "economical"). 3) Listen to people speak in conversations, especially how they structure their sentences. 4) Never use the words "very," "quite," "so" or "really" as adjectives. 5) Never use the word "goes" as a verb. 6) Never start a block of dialogue with the words "Look" as in, "Look, I love you." 7) Don't drop the "g's" off the ends of your verbs in dialogue to make a character sound "real." It's distractin'. 8) Avoid passive voice. Instead of "John is digging a hole," write "John digs a hole." 9) Delete adverbs entirely unless absolutely necessary. Especially in parentheticals.10) Learn the difference between text and subtext and...11) Find a mentor. I did, and her help was invaluable. As far as mentoring goes, I've only worked with one protege so far, a writer named John Meyer who I met through a mutual friend. He's a shrink in Lancaster and likes writing sci-fi scripts. I'm happy to say he just got his first paying gig with a direct-to-video company. Yay, John. That said, please don't send me scripts or unsolicited manuscripts. If you do, I'll hunt down and kill everything you've ever loved.These days, I have several screenplays in active development as well as two specs working their way through my computer. I have a feeling the next year or so is going to be very interesting.I'm still married to that wonderful woman I met twenty years ago. I have three kids who routinely delight me more than anyone will ever know. And every time I smile, it's one more good moment noted and logged. Closing thoughts: The wisest thing anyone ever told me about getting through life was imparted by an Oregon fishing guide named Dennis who, when explaining what to do if the boat capsized in rapids, explained, "Don't struggle. Cover your head to protect it from hitting rocks. Keep your feet pointed downstream. Eventually, the river will bend and the current will carry you to shore."Live those words. And keep writing. Everything'll be okay.Daniel Knauf, June, 1999
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