Christonher Vogler/Joseph Campbell

In the longrun, one of the most influential books of the 20th century may turn out to be Joseph Campbell's
The Hero with a Thousand Faces. The ideas expressed in Campbell's book are having a major impact on
storytelling Writers are becaming more aware of the ageless patterns which Campbell identifies and are
entiching their work with them. Inevitably Hollywood has caught on to the usefulness of Campbell"s work.
Filmmakerslike George Lucas and G eorge Miller acknowledge their debtto Campbell andhis influence
canbe seen inthe films of Steven Spielberg Jokn Boorman, Francis Coppola and others. It's little wonder
that Hollywood is beginning to embrace the ideas Campbell presents in his books. For the writer, producer,
directar or designer his concepts are a welcome tool kit, stocked with stur dy instruments ideal for the craft
of starytelling With these tools you can construct a story to meet almost any situation, a story that will be
dramatic, entertaining, and psychologically true. With this ecuipment you can diagnose the problems of
almost any aling plotline and make the corrections to bringit to its peak of performance. These tools have
stoodthe test of time. They are older than the Pyramids older than Stonehenge, older than the earliest cave
paintings.

Joseph Campbell's contribution to the tool kit wasto gather the ideas together, recognize them, articulate
them, name them, organize them. He exposed for the first time the patternthat lies behind every story ever
told The Hero with a Thousand Faces is his statement of the most persistent theme in oral tradition and
recarded literature: the myth of the hero. In his study of warld hero myths Campbell discovered that they
are all basically the same story, retold endlessly in infirite variation. He found that all storytelling,
consciously or not, follows the ancient patterns of myth andthat all staries, from the crudest jokesto the
highest flights of literature, canbe understood in terms of the Herd's Joutney: the 'monomyth whose
principles he lays out in the book. The pattern of the Herd's Journey is universal, occurting in every culbare,
ineverytime. Itis asinfinitely vatied asthe human race itself and yet its basic form remains constant. The
Hero's J ourney is an increcibly tenacious set of elements that springs endlessly from the deepest reaches of
the mind of marn; different inits details for every culture, but fundamerntally the same. Campbell's thinking
runs parallel to that of the Swiss psychologist, Carl G Jung, who wrote about the archetypes: constantly
repeating characters or energies which occur in the dreams of all people and the myths of all cultures. Jung
suggested that these archetypes reflect different aspects of the human mind and that our personalities divide
themselves into these characters to play out the drama of our lives. He noticed a strong correspondence
between his patients dream figures andthe common archetypes of mythology. He suggested that both were
coming from a deeper sowrce, in the collective unconscious of the hmanrace. The repeating characters of
wotld myth such as the young hero, the wise old man or woman, the shapeshifter, and the shadowy
antagorist are the same as the figures who appear repeatedy in our dreams and fartasies. That' s why myths
and most stories constructed on the mythological model have the ring of psychological truth Such stories
are accurate models of the workings of the humanmind, true maps of the psyche. They are psychologically
valid and emotionally realistic even whenthey portray fantastic, impossible, or unreal events. This accounts
for the universal power of such stories.

Stories built onthe model of the Herd's Journey have an appeal that can be felt by everyone, because they
well up from a universal source inthe shared unconscious and reflect universal concerns. They deal with
the child-like universal questions: Who am I? Where did I come from? Where will I go when I die? What is
good and whatis evil? What must] do aboutit? What will tomorrow be like? Where did yesterday go? Is
there anybody else out there? The ideas embedded in mythology andidentified by Campbell in The Hero
with a Thousand Faces can be applied to understanding almost any human problem. They are a greatkeyto
life as well as a major instrument for dealing more effectively with a mass audience If you warnt to
understand the ideas behind the Hero's Journey, there's no substibite for actually reading Camphbell's work.
It's an experience that has a way of changing people It's also a good idea to read a lot of myths, but it
amounts to the same thing since Campbell is a master storyt and a few classics.nillustrating his points witt.
examples from the tich storehouse of mythology. Camphbell gives an outline of the Hero ssowneyin
Chapter IV, The Keys, of The Hero with a Thousand Faces. I've taken the liberty of amendingthe outline

slightly, tryingto reflect some of the commonthemes in movies with illustrations drawn from cortemporary

films Y ou can compare the two outlines and terminology below.
An Extract from The Writer's Journy

By Christopher Vogler
THE WRITER'S JOURNEY MODEL
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ACT 1 ACT2 ACT 3

Sid Field's 3 act structure

The Hero With A Thousand Faces

Departure, Separation

Act One - The set-up.

Characters are introduced in a way that lets your readers, your audience, your
viewers, know who they are, as well as something, implicit or explicit, about

World OF Correncn Day

Call To Adventure

Refusal Of The Call
Supernaturd Aid

Qrossing The 1st Threshold/
Belly OF The Whale

their public persona or private fears and fantasies. We also need to show or
tell something to illustrate or describe the potentiality of a spiritual / emotional /
intellectual / psychological journey that will give the character/s immense
personal satisfaction {or at least increased awareness of the possibilities

Descent, Initiation, Penetration

®  Road Cf Trials

®  Mesting With The Goddess inherent in becoming more fully developed).

®  \Wornan As Terrptress Atonerner

®  With The Father

o Apothesis Act TWO - The obstacles.

®  The Ultimate Boon

Retum To over-simplify it, our characterfs, most importantly our main character, will at

this point be presented with a number of hurdles {12 labours of Hercules? 40

®  Refusal of the Return

®  The Magic Flight days and nights in the wilderness? The 14 stations of the Cross? Four

. r ithi

. f::::.::;: :uh,:‘s:dd weddings and a funeral? My Best Friend's Wedding?) limited only by your

®  Return . o . :

s fiactar OF'Tha o Worlds dastardly and devious creativityl VWanting to avoid or avert blame, whatever

®  Freedom ToLive will enable hir to escape the inevitable, sthe will resent and resist wishing to

turn back or attempt to retreat to the familiar distresses of Act One. This part of
the story - the characters' journey - is, of course, the bridge between the past

The Vhiter's Joumey

Act One
{Act one) and the future {Act two).
®  Ordinary World
®  Call To Adventur ) X
. Mus; of:heuc:“ The audience know where they want to go, they will guess where the
®  Meeting With The Mentce . i 2 e o
*  Crossing The 15 Thrashold characters are going, and - riding on our characters' coat-tails - they will think
they know where we want to take them. They could be right, we may either
ActTwo

have a comfortable journey in mind, or we may lack the talent to excite,

®  Tests, Allies, Enerries provoke or inspire our audience. On the other hand, they could be proved
®  Approach To The Inmost Cave X i X
®  Supreme Ordeal wrong when our ingenuity creates so many green kippers® that we have led
® Reward
them completely astray.
Act Three
® TheRoadBack

®  Resurrection

Return With Elixir

Michael Hauge

These are the most common weaknesses of the screenplays I am asked to critique,
and the most common reasons for scripts being rejected.” Before submitting any
screenplay for either consideration, or consultation, be sure the script meets these
essential criteria.

Use a plain color, three hole, card stock COVER.

The TITLE PAGE should include only the title, your name, and your (or your agent's
address and phone number; no date, copyright or WGA registration information.

Follow the SUBMISSION/PROPOSAL FORMAT outlined in either Writing Screenplays
that sell by Michael Hauge or The Screenwriter's Bible by David Trottier. Or use a
formatting Software program such as Scriptware or Final Draft. Omit all shootmg

script devices, such as scene numbers, sound effects in captial letters, or "continued"
at the bottom of each page.

POOFREAD, correcting all spelling, grammar and punctuation.

Introduce the hero within the first ten pages and create immediate identification
using sympathy, jeopardy, likeability, humor or power.

Give the hero a compelling DESIRE, with a clear, visible goal for her to reach by the
end of the movie.

Provide seemingly insurmountable OBSTACLES the hero must overcome to achieve
that goal.

Make the story CREDIBLE:your characters must behave the way peopls with their
backgrounds would logically behave in whatever situation you've create

|

IMPLOY SUBTEST avoid cliche, on-the-nose or "announcing" dialogue, or speeches
that duplicate the action.

Act Three - The resolution.

Everything is ready now. We like or dislike the character/s. We hope they will
come out on top or go under. Likeable or un, our skill and talent will determine
whether our audience or viewers feels sympathetic toward our creations. There
will still be challenges and set-backs et this stage, but our character has
passed a point of no return - even if s/he doesn't know it yet. The endisin
sight, although we may want to set up a few last minute hurdles, if only to
please the reader or viewer|

Loose ends need to be tied up. The answers to questions we set-up or posed
in the first act, and revisited or emphasized in the second, must not be left
hanging. Our character/s can still have doubts and lapses. There may be signs
and echoes of the old so-and-so, wimp, persecutor, Victim, whatever sthe used
to be, and other characters may not be convinced or impressed by the
changes, but we know (if) they are real and profound. Each of the 'acts' can
end with a cliff-hanger.

By
Michael Mallows

Bob McKee's 10 Commandents
of Writing

ONE: Thou shalt not take the crisis/climax out of the protagonists' hands. The
anti-deus ex machina commandment. No surprises!

TWO: Thou shalt not make life easy for the protagonist. Nothing progresses in
a story, except through conflict. And not just physical conflict.

THREE: Thoushalt not give exposition for strictly exposition's sake.
Dramatize it. Convert exposition to ammunition. Useit to turn the endingof a
scene, to further the conflict.

FOUR: Thoushalt not use false mystery or cheap surprise. Don't conceal
anything important that the protagonist knows. Keep usin step with him/
her.We know what s/he knows.

FIVE: Thoushalt respect your audience. The anti-hack commandment. Not
all readers know your character. Veryimportant.

SIX: Thou shalt know your world as God knows this one.The pro-research
commandment.

SEVEN: Thou shalt not complicate when complexity is better. Don't multiply

the complications on one level. Useall three: Intra-Personal, Inter-Personal,
Extra-Personal

EIGHT: Thou shalt seek the end of the line, the negation of the negation,
taking characters to the farthest reaches and depth of conflict imaginable within
the story's own realm of probability.

NINE: Thou shalt not write on the nose. Put a sub text under every text.

TEN: Thou shalt rewrite.



