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This report is the product of nearly 800 days of sweat, tears, pills, doubts, fears, public transportation, 

and staring at blank pages. Though, realistically, it’s probably closer to 12 years. It shall document the 

creation (or maiming) of a television pilot titled Into the Dark – along with the rise and fall of a naïve 

hope, the death of inspiration, and the birth of an important understanding. There will probably be 

something in here about the creative process too. 
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chapter one: the damned shenandoah 

 

 

 

 “I should have studied computer programming.” My life during the two thousands—or the 

twenty-zeroes, or (as I prefer) the aughts—can pretty much be summed up by that quote. Runner-ups 

would include: “I hate writing” or “I suck at this.” I’m going to tell you why. Just, not yet. 

 I love the idea of writing. I know that “L” word gets tossed around in sophomore composition 

papers like it does on the CW, but I’m going to stick to my guns here and say it again (a rhetorical 

device known as “repetition” [i.e. Churchill telling the Brits to “never, never, never, never, never 

x10456708467 give up” before invading ze Germans]): I love the idea of writing. I’m going to tell you why. 

Just after this: 

DISCLAIMER: I tend to….. for lack of a better word…. gasbag (which I’m using as an 
intransitive verb there). I don’t understand how people can have A train of thought, or lose 
their train of thought. At any given time, my synaptic web is pulsing like Grand Central. That’s 

not pomposity, by the way. It’s actually probably (not an oxymoron) a bad thing. It’s 
probably the reason my stories seem so disjointed and “I’ve NEVER sold anything yet” (which 
is the 3rd runner-up for summing-up quote). 
 
2nd DISCLAIMER: I really considered naming this chapter “figures of speech.” 

 
 But I love the idea of writing. Not academically. Yeck. I’m talking New England fiction author 

traipsing out to his writing shed with the full manuscript of the next great American novel just waiting 

to pour forth from his fingertips. Probably into a typewriter, because that just makes it all the more 

romantic (and, of course, more unrealistic). That imaginary writer likely only writes once a week or 

so. And he never has to force himself into that chair. It’s leisure really. Just something inherent in his 

blood. An original voice he was born with. Finally, said author (who is definitely a best-seller and 

undoubtedly a candidate for the Fiction Pulitzer) teaches in some Ivy League creative writing 
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workshop—because, honestly, who wants to live in Iowa?—that produces perennial geniuses. Or, I 

suppose more appropriately, a screenwriter writing from ANYWHERE BUT LOS ANGELES, who 

sells seven-figure spec features (that never get changed through the entire production process) faster 

than potheads are selling dime bags in Denver. 

 Now, back to the computer programming thing—and back to reality. The above is bunk. The 

aforementioned is bogus. Nobody lives like that (do they?). Nobody writes like that. Writing is hard. 

Obviously the act of putting one word after another isn’t too difficult. Look, I’m on page five already. 

But writing good is hard. 

 That’s an undersell. 

 Writing good is more challenging than raising twin toddler boys. Which makes writing great 

stratospherically difficult. Nigh impossible. Hence, computer programming.  

Everyone is their own worst critic. Everyone reading this thesis report right now (all two of 

you!) could write another full thesis report on that extremely accurate and extremely aggravating age-

old adage. What that saying fails to include, however, is that some people are more self-aware than 

others. Some people are meaner than others. Some people have mental health issues. Some people see 

the world through rose-colored glasses and cotton candy cinescope. Others see the world through 

their own opaque hands covering their sobbing faces. I don’t know where I fall on that “some people” 

spectrum, but I’ve gotta be somewhere toward the more agro of critics. 

For example, even looking back at the 800 some odd words I’ve written in this report so far, I 

see how cute it reads. It’s rich in snark. But, then again, that also makes it a little post-post-post-

modern (or however many posts we’re up to by now; which means it’s en vogue [I’m looking at you, 

Jonathans Safran Foer and Franzen]).  I know my advisor is going to come back with: “Change it. From 

the ground up. Now.” And I probably won’t. But, as you’ll see (hopefully), that’s going to be the point 

of this report. I will get to the reporting part of this report, by the by. 
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So, computer programming. That just sounds smart doesn’t it? It just sounds… employable. 

And with mouths to feed, mindless American Idol-generation consumerism to take part in (aka Joneses 

to keep up with), etc., “employable” often sounds a helluva lot better than “writer.” If you, reader (I 

refuse to say “dear reader” because, well, I don’t know you), are not petrified by dwindling bank 

accounts, ever-increasing bills, and multiplying financial burdens, then you’re probably rich or old or 

incredibly zen. But no matter what you are, you’re nothing like me. 

I worry. A lot. Because I am a storyteller (at least my mom thinks so), my worries begin at 

GO like everyone else, but by the time they’re clearing Baltic Avenue, they’re rapidly morphing into 

doomsday scenarios that make Roland Emmerich films look like Capra. Or Pixar. Ergo, when I’m five 

years into something (aka screenwriting) and seeing zero financial fruit from it, and seeing a metric ton 

of COST from it—well, I begin to worry. 

What a sad thing, though, to be creatively motivated by money alone. Happily, this is not the 

case. Yes that thought, the motivation exists; I will admit it and simultaneously decry those who deny 

it. Further on in this report, we will discuss screenwriting instructional material—books, talks, 

classes, etc.—but for now suffice it to say that a general them among these instructors (and a large 

portion of working screenwriters I’ve listened to on panels or in interviews) is this: “You cannot do it 

for the money. You have to do it because you love to do it.” 

Again, I love the idea of writing. And, much of the time, I love the act of writing as well. How 

often it has been that I begin work on a story for the day only to become so lost in it that my first 

glance down at the clock reveals the entire day has passed. Those are good days. On the other hand, 

many are the days that have been marred by rejection letters from this contest or that festival or those 

literary reviews. Those are bad days. And when bad days also include bills or bank statements, those 

are doomsdays. 
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How does a reasonable, rational, logical, worrying mind reconcile an ethereal and abstract 

hope or dream of being a writer with those debts and responsibilities? 

I don’t know. I’m seriously asking. 

Here’s what I do know: I am a writer. In 2001, I was an undergraduate freshman at a tiny, 

private, liberal arts college in the Shenandoah Valley. I was slimmer. I was more popular then than I 

am now. I was full of optimism and a strangely strong isolationist idea of foreign policy. I was faster. 

Better at basketball. Better at managing stress. And stupid. I was the incompetent jock that beats up 

the wannabe writer in high school. I was Biff Tannen. Regina George. Johnny Lawrence and the Cobra 

Kai. 

Then, because the professor was attractive, I took a creative writing class. There’s a whole 

biographical song and dance I could give you now about finding myself in those rolling hills, taking a 

stab at poetry and ingesting voluminous amounts of the stuff. Here, though, I will summarize: that 

creative writing class changed the trajectory of my life. Oftentimes I look back on it with fondness. In 

weaker times, when devoured by self-doubt or succumbing to that nasty concoction listed above (i.e. 

debts + rejection + etc. = computer programming), I yearn for a time machine to take me to the 

exact moment I walked into that classroom. I would bar the door. I would staple my feet to the 

hallway floor outside that classroom. I would replace that beautiful teacher with a stodgy, old business 

lecturer with a 100% placement rate into prestigious MBA programs. 

But that was a long time ago. Over a decade has passed. And I’m still writing. Maybe there’s 

something to it. Maybe sweeping hills of Yellow Poplar and Dogwood cursed me with a permanently 

yearning mind. A mind that is powered around the clock by daydreams, dreams, and stories that I feel 

need to be told (and probably do not). I’m still trying to write. I still see those hills.  
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chapter two: a story about courage and potential or not 

 

 

 

Some of those previously mentioned screenwriting scholars have said something along the lines 

of: “If you have to ask ‘Am I a writer?,’ then you are not a writer” (I’ll tell you what I’m not: a 

professional paraphraser). I do not drink that Kool-Aid. I reject that Kool-Aid. I believe writing is 

asking questions. What if this happened? How do I get people to focus on this idea that matters so much to me? 

Or even, yes, Am I a writer? 

Before the beginnings, middles, and ends; before plot points and conflict and rising stakes and 

character development and setups and payoffs; before everything, there must come this thought: 

people will want to hear what I have to say. I am that special. I want people to hear what I have to say. 

People I’ve never met. People whose situations I cannot fathom. Whose backgrounds and emotional 

states I do not understand. I want them to spend their time or money or both on my words that came 

from my imagination. And that, my friends, is balls-to-the-wall, over-the-top arrogant. 

So I don’t think a reality check is too much to ask. Am I a writer? Am I the kind of person who 

thinks that about themselves? Do I have something to say?  

When I began trying to write fiction over a decade ago, I had something I wanted to say. An 

idea for a story. I wanted that story to talk about the indelible courage of one man. I wanted to talk 

about one man’s potential to change things. If this sounds Messianic to you, I think you’re barking up 

the right tree. I didn’t realize that then, but I do now. 

I wanted to tell the story of an everyman that became the most important person in a world 

that only he could save. But rather than focus on the heroic acts, the feats of strength and daring, the 

miraculous escapes, or the actual saving of the world, I wanted to focus on those small moments of 
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decision. What happens when a man is being crushed under a mountain of fear and self-doubt, and 

then decides to act anyway? What happens in that tiny yet awe-inspiring sliver of time when a man 

decides to step out into the unknown, into the dark? 

That’s how Into the Dark began. And I hope—after five successful seasons on cable—that’s 

where it ends: asking and answering that same question.  

Into the Dark is set in a post-apocalyptic, dystopian future (not another one of those!). It was 

originally a story about a young man who lives in the ruins of Washington D.C. after some catastrophic 

event. A thread of the US government remains intact after said event and reforms as a pseudo-

totalitarian regime that rules DC with an iron fist—out of necessity (i.e. they believe they’re all that’s 

left of humanity so they can’t very well let the last survivors on earth kill each other or refuse to 

procreate). But—like all good patriotic dystopias—there is a scrappy rebel insurgency in DC. They 

want to get out. To explore the frontier and find new places not run by this dictatorial regime. And 

they need our everyman protagonist to do it (see Appendix A). 

That’s what it was. 

Now, Into the Dark is some odd potpourri of… stuff. Not a total stranger to me; something 

more along the lines of an awkward acquaintance you always try to avoid. When presenting the 

original idea to a workshop of my peers, what happened is what usually happens to me in a workshop 

of my peers: a general, resounding “meh.” Deservedly so, though, for as I’ve attempted to point out 

already, post-apocalyptic dystopias are the new vampires (i.e. they are played out, DOA, toast). In an 

effort to persuade the small quorum of classmates (and my cantankerous professor), I penned the 

following note for a workshop dated 22 February 2014: 

I started Into the Dark six years ago, before many of the things that it is now very similar to. Which 

pisses me off. But there are millions of creatives drafting millions of stories out there, so odds are we’re 

all going to bump into each other. I began it as a novel. I worked on it while in my free time while 

wasting away in a soul-sucking marketing job. And I kept running into dead ends.  
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Finally, I was invited to a forum with a former Hollywood screenwriter who worked on something 

random like the A-team or something and hasn’t done anything since but voiceover work. But it hit me 

like a lightning bolt: Into the Dark should be a screenplay. 

 

And that’s how it all started. This story changed my life trajectory. So I’ve been a little guarded about 

it. That first day we talked about treatments, it must have seemed like I didn’t know anything about it. 

 

I have five seasons planned out. Outlined. Maps drawn. Character interviews done. Each character has 

about ten pages to them in MSWord. And I held off on ITD until now because I wanted to be good 

enough to take a crack at it. I wanted to save it for the end of the MFA program. 

 

So I have. And yeah, I’ve probably been saving it too long. I just wanted you all to know where it came 

from. I thought about not doing it, after our workshop. About writing a feature or something else. Or 

starting from scratch. 

 

I’m not doing either of those things. And… uh oh… I’m not changing it. Much. 

 

I understand the idea of a hook. I understand what it means to be generic. Too similar. I’m on board. 

Picking up what you’re all putting down. Catching what you’re throwing at me. 

 

But Into the Dark is its own monster. I think I’ve just done it a disservice. So, rather than revise this 

bitch from the ground up, I’m going to just point out what makes it different. What already exists 

inside of it. What its own unique guts are made out of. This stuff is already there, it’s just my fault for 

not floating it to the surface. 

 

I realize this appears obstinate. It probably invites more criticism (i.e. “you didn’t take my notes!”). But 

please hear me out. 

 

Into the Dark is about a group of survivors. Fair enough. But these devices/conceits will be brought to 

the forefront: 

 

1. There is a government. Some post-apocalyptic work does this, some does not. This is a 

government still running itself out of the US Capitol building. And it’s entirely un-American. 

It is a totalitarian regime. 

2. This government has a police force that is terrifying. The Police of Control and Population 

has no limit to their power. 

3. Population control is incredibly important and divisive. I feel like this one hasn’t been done as 

much. Barcodes on stomachs, etc. 
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4. Riots and fighting in the city. Yeah it’s been done, but full on revolution and rebellion? 

Guerilla warfare against a totalitarian regime in post-apocalyptia? Not as much. We’re 

basically talking about a WAR after the end of the world. Sort of like The Stand, but on a 

grander scale. 

5. Timelines. I am going to tell Darius Decker’s story. And Grey’s. These chronologically happen 

long before the events of the pilot ITD. So we’ll be skipping in time. 

6. There is a place to go! There is a way to win! In The Road, there is nothing. In The Walking 
Dead, there’s no end. In ITD, there is a beautiful, pristine place for these people to finally end 

up. They can win. 

7. There are factions in the Dark. And the Shadows/Scavengers (whatever I end up calling them) 

will be scary. 

8. I’m looking more at an HBO tone rather than a network TV tone. Less camp.  

9. FREEDOM MATERIALS. Lots of founding fathers stuff here. Very old-school Americana. 

Flags, the Declaration of Independence, etc. A 1776 revolution in the post-apocalyptic future. 

10. Moral ambiguity. You’ll find yourself being able to cheer for the Body at times. And especially 

for Grey, leading the Shadows/Scavengers in the Dark. 

11. Contraptions/Survivalists. I think most of these shows are just like “yay, we can still live!” and 

don’t show how people do that. At least, not beyond one episode where they pool together 

their resources. ITD will have lots of inventions. Lots of contraptions. Show the ins-and-outs 

of this crazy resourceful world. Also, the camera and the radio will be vital – little day-to-day 

things like this will take on magnitudinous importance (hell yeah I made that up). 

12. A limited space. In Revolution, Walking Dead, The Stand, etc. everyone can wonder as much 

as they like. Hey let’s just go walk around America and see what we can see. Here, the Wall 

will keep people in. And so will the fear of this place called the Dark. 

 

I hope I’ve done those ideas justice and it seems like its own original world. Here are some things I’ve 

been toying with over the years that may help add more originality to it: 

 

1. Visions. I’ve thought off and on about making ITD kind of religious. The Stand is sort of like 

this, but I can’t think of anything else that is. I’ve wondered about making Adam Vurtis some 

sort of seer or something. And then having a counterpart out in the Dark. 

2. Mutation. Due to radiation or evolution, people in this world develop interesting mutations. 

Some good and awesome and powerful. Some bad and horrifying. 

3. Ugh. I can’t believe I’m going to say it, but… time travel. Adam Vurtis skipping back and 

forth through time and trying to prevent the Body and POLCAP from every happening. 

 

The emphasis added above (in red) is the key part of that note for this report. Those dead ends I ran 

into time and time again were not dead ends for the content. I realize that now. They were personal 

limitations. Shortcomings in my skillset. Ignorance in my repertoire. 
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 You see, I never studied film in my undergraduate collegiate career. Nor was I interested in it 

or writing of any kind prior to that creative writing class in the Shenandoah. When the seed of 

screenwriting began to germinate in my brain, I started at the absolute most basic level: one of those 

Everything books (akin to XYZ for Dummies or The Idiot’s Guide to What Have You). For what it’s worth, I 

never did any of this in regards to novel writing. Which I am 83% sure is the reason why Into the Dark 

is not a bestselling novel now, having preempted The Hunger Games and its ilk. 

 I taught myself screenwriting. I watched the panels and interviews. I checked out and renewed 

and renewed every book about it from the Provo City Local Library. Slowly, ever so slowly, my 

impenetrable ignorance dwindled. I learned that a character’s name in a script written in Microsoft 

Word needs to be tabbed four time plus two strokes of the space bars (or 22 spaces from the left 

margin—which should be set at 1.5 inches). A parenthetical, or wryly (who’s ignorant now, bitch?!), 

should begin at 17 spaces from the left margin (or 3 tabs + 2 spaces). Once I had a basic knowledge of 

formatting and story (and by basic I mean basic), I started adapting my sad little novel into a screenplay. 

I began with an outline. And when it was finished… 

 It sucked. That outline, and Into the Dark in general, lacked the following: 

1. Structure 
2. Compelling characters 
3. Rising stakes 
4. Humor 
5. An intriguing plot 
6. Every story but the A storyline 
7. A chance of ever being made into a TV show 

 
Thwarted yet again in my attempts to give voice to this story I believed was so original and fresh and 

necessary, I knew not where to turn. After all, I had read all the books on the craft from the library. I 

had watched what I believed had to be EVERY possible YouTube video about screenwriting. Surely the 

only two last-ditch options I had were either to: 1) Move to LA, or 2) Go to film school. 
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 I moved from Provo, Utah to Austin for this MFA. I brought my wife and children and Calico 

with me. And I dragged Into the Dark to film school. I believed in this tale like it was the friggin’ little 

story that could. Now I think it can’t. Now I know the craft. I know the business. I know the market 

(please note that these are still novice-level understandings). And I know my story—the problem is, 

by now, so does everyone else in America.  
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chapter three: pipe dreams on a hook 

 

 

 

The biggest problem with Into the Dark, its issue, its Achilles’ heel, its weak spot, chink in the 

armor, weakest link (among many), is this: the story is missing a hook. The idea of a hook in 

screenwriting is simple (and the same across all creative mediums). It is this: what separates this story 

from everything else? Why would someone invest their time and interest in this particular thing? 

Upon first hearing this, I was pleased. It wasn’t the writing itself, or the characters, or the 

pacing, or the tone, or the dialogue—to me this meant I had written something that was pleasing, 

well-received, and straight up good. But—and this is a big, big but—I’ve since heard that same 

feedback from 150% of the people who have read it.  

Where’s the hook? 

Where’s the hook? 

WHERE IS THE HOOK?! (this is more me yelling that now than anyone else.) 

Before I can answer that question, before I could even attempt to find the hook, I had to look 

at where it came from. We need to discover where the inspiration for Into the Dark began. 

A person can teach themselves how to lucid dream. That is remarkable to me (and we’ll soon 

be delving deep into the plasticity of that 1300 gram ball of mush inside your skull). Lucid dreaming 

has always been a goal of mine. The ability to basically live like a god from midnight to seven in the 

morning (that would be more accurate if it read two in the morning to seven in the morning I 

suppose)? Sign me up. 



 
 

12 

 

I’m not a lucid dreamer, yet. But I do have a very active dream life. I keep a pen and a pile of 

post-its or index cards next to my side of the bed 365 days a year. I can’t count—on my hands and feet 

and someone else’s hands and feet—the number of times I’ve woken from a dream, somewhere in the 

early hours of the morning (prime REM time), and jotted down what would eventually become a story 

I saw through or intend on writing. I believe Into the Dark began in such a manner. I’m not sure. 

Dreams are ripe with discovery, though. A perfect breeding ground for brilliant ideas. I shall now 

support that claim with this: 

1. Christopher Nolan’s idea for Inception came to him in a dream. 
2. Paul McCartney composed “Yesterday” in a dream. 
3. Many of Edgar Allan Poe’s poems were written in his dreams. 
4. Stephen King wrote Dreamcatcher, Misery, and some of It in dreams.1 
5. Mary Shelley’s Frankenstein was inspired by her dreams.2 
6. Elias Howe invented the sewing machine based on a dream. 
7. James Cameron came up with the idea for the Terminator in his dreams. 
8. Dmitry Mendeleyev invented the periodic table in a dream.3 

 
That’s really where Into the Dark was born—a dream. Which, to me, is sometimes 

disappointing. Reading through previous thesis reports submitted by previous MFA candidates, one 

can quickly see that inspiration for them came from interesting life experiences or obstacles overcome 

through perseverance and diligence. Mine came to me by… getting a good night’s sleep.  

This idea—the origination of inspiration—is fascinating to me. I’ve had several opportunities 

to teach writing classes now to undergraduate and high school students. In our first meeting, while 

going through introductions, I always ask those students to share with us an idea that they’ve had for a 

story. Many—if not most of them—say something along the lines of, “I don’t know,” or “I don’t have 

                                                           
1
 “8 Famous Ideas that Came from Dreams.” The Huffington Post. 16 November 2013.  

http://www.huffingtonpost.com/2013/11/16/famous-ideas-from-dreams_n_4276838.html 
2
 “12 Famous Dreams.” Brilliant Dreams. June 2012.  

http://www.brilliantdreams.com/product/famous-dreams.htm 
3
 “11 Creative Breakthroughs.” Mental Floss.  August 2013.  

http://mentalfloss.com/article/12763/11-creative-breakthroughs-people-had-their-sleep 

http://www.huffingtonpost.com/2013/11/16/famous-ideas-from-dreams_n_4276838.html
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any ideas.” Those are big, fat lies. I know that to be true. I believe we cannot fathom the sheer volume 

of things/subjects that stories have been written about—we would shrink under that task.  

Of course, the rebuttal to that claim is this: go to your local bookstore or boot up 

Amazon.com, and what do you find? Labels. Genres. Categories. And every story in the store fits 

conveniently under one of these labels. But I submit that each one of those stories has its own source of 

inspiration. A train ride, a bowl, a bug, another book, a look, a dream, a song, a tree, a sword, a pond, 

a sunken ship, imprisonment, a murder in the family, an ape in the Jarden des Plantes, a visit to a 

chemical plant, or institutions in feudal society—to name a few. Some of these random listed items are 

responsible for: Nabokov’s Lolita, Dostoevsky’s The Brothers Karamazov, George Lucas’ Star Wars, 

Cervantes’ Don Quixote, Melville’s Moby Dick, J.K. Rowling’s Harry Potter series. 

So why on earth, why, Oh why, is Into the Dark unoriginal? Why does it need its very own 

hook? Why is it lacking one? Why is it just like everything else? 

Multiple discovery.  

Simultaneous invention.  

Synchronicity.  

Morphic resonance.  

Or The 100th Monkey Syndrome.  

That’s why Into the Dark does not have a hook. It’s why young adult novels look and sound the 

same today. The Divergent series is The Hunger Games is The 100 and so on. And if it’s not strong female 

leads in a post-apocalyptic dystopia, it’s vampires. Lots and lots of vampires. In a nutshell, those 

theories listed above hypothesize why two or more people have the same idea at the same time. It 

doesn’t begin and end with young adult novels. 

The easiest target here is Hollywood. Before I drop a pretty impressive list on you, allow me 

to say this: maybe if Hollywood wasn’t so difficult to get into, if it wasn’t so elitist, then it wouldn’t 
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also be so small and inbred and incestuous. (BUY MY SCRIPTS! Punks.) Movies with similar—or in 

many cases, the exact same—plots seem like an annual occurrence. Within the last few decades, these 

“twin films” include: 

 Iron Eagle (1986) and Top Gun (1986)  

 K-9 (1989) and Turner & Hooch (1989)  

 Lambada (1990) and The Forbidden Dance (1990)  

 Robin Hood: Prince of Thieves (1991) and Robin Hood (1991)  

 1492: Conquest of Paradise (1992) and Christopher Columbus: The Discovery (1992)  

 Jurassic Park (1993) and Carnosaur (1993)  

 Tombstone (1993) and Wyatt Earp (1994)  

 Terminal Velocity (1994) and Drop Zone (1994)  

 Braveheart (1995) and Rob Roy (1995)  

 Babe (1995) and Gordy (1995)  

 Johnny Mnemonic (1995) and Strange Days (1995)  

 Independence Day (1996) and The Arrival (1996)  

 Dante's Peak (1997) and Volcano (1997)  

 Kundun (1997) and Seven Years in Tibet (1997)  

 Antz (1998) and A Bug's Life (1998)  

 Armageddon (1998) and Deep Impact (1998)  

 Saving Private Ryan (1998) and The Thin Red Line (1998)  

 End of Days (1999) and Stigmata (1999)  

 Entrapment (1999) and The Thomas Crown Affair (1999)  

 Scary Movie (2000) and Shriek If You Know What I Did Last Friday the Thirteenth (2000)  

 Mission to Mars (2000) and Red Planet (2000)  

 Wonder Boys (2000) and Finding Forrester (2000)  

 Heist (2001) and The Score (2001)  

 Chasing Liberty (2004) and First Daughter (2004)  

 The Cave (2005) and The Descent (2005)  

 Flightplan (2005) and Red Eye (2005)  

 Capote (2005) and Infamous (2006)  

 United 93 (2006) and Flight 93 (2006)  

 Beerfest (2006) and Beer League (2006)  

 The Prestige (2006) and The Illusionist (2006)  

http://en.wikipedia.org/wiki/Iron_Eagle
http://en.wikipedia.org/wiki/Top_Gun
http://en.wikipedia.org/wiki/K-9_(film)
http://en.wikipedia.org/wiki/Turner_%26_Hooch
http://en.wikipedia.org/wiki/Lambada_(film)
http://en.wikipedia.org/wiki/The_Forbidden_Dance
http://en.wikipedia.org/wiki/Robin_Hood:_Prince_of_Thieves
http://en.wikipedia.org/wiki/Robin_Hood_(1991_film)
http://en.wikipedia.org/wiki/1492:_Conquest_of_Paradise
http://en.wikipedia.org/wiki/Christopher_Columbus:_The_Discovery
http://en.wikipedia.org/wiki/Jurassic_Park_(film)
http://en.wikipedia.org/wiki/Carnosaur_(film)
http://en.wikipedia.org/wiki/Tombstone_(film)
http://en.wikipedia.org/wiki/Wyatt_Earp_(film)
http://en.wikipedia.org/wiki/Terminal_Velocity_(film)
http://en.wikipedia.org/wiki/Drop_Zone_(film)
http://en.wikipedia.org/wiki/Braveheart
http://en.wikipedia.org/wiki/Rob_Roy_(1995_film)
http://en.wikipedia.org/wiki/Babe_(film)
http://en.wikipedia.org/wiki/Gordy
http://en.wikipedia.org/wiki/Johnny_Mnemonic_(film)
http://en.wikipedia.org/wiki/Strange_Days_(film)
http://en.wikipedia.org/wiki/Independence_Day_(1996_film)
http://en.wikipedia.org/wiki/The_Arrival_(film)
http://en.wikipedia.org/wiki/Dante%27s_Peak
http://en.wikipedia.org/wiki/Volcano_(1997_film)
http://en.wikipedia.org/wiki/Kundun
http://en.wikipedia.org/wiki/Seven_Years_in_Tibet_(1997_film)
http://en.wikipedia.org/wiki/Antz
http://en.wikipedia.org/wiki/A_Bug%27s_Life
http://en.wikipedia.org/wiki/Armageddon_(1998_film)
http://en.wikipedia.org/wiki/Deep_Impact_(film)
http://en.wikipedia.org/wiki/Saving_Private_Ryan
http://en.wikipedia.org/wiki/The_Thin_Red_Line_(1998_film)
http://en.wikipedia.org/wiki/End_of_Days_(film)
http://en.wikipedia.org/wiki/Stigmata_(film)
http://en.wikipedia.org/wiki/Entrapment_(film)
http://en.wikipedia.org/wiki/The_Thomas_Crown_Affair_(1999_film)
http://en.wikipedia.org/wiki/Scary_Movie
http://en.wikipedia.org/wiki/Shriek_If_You_Know_What_I_Did_Last_Friday_the_Thirteenth
http://en.wikipedia.org/wiki/Mission_to_Mars
http://en.wikipedia.org/wiki/Red_Planet_(film)
http://en.wikipedia.org/wiki/Wonder_Boys_(film)
http://en.wikipedia.org/wiki/Finding_Forrester
http://en.wikipedia.org/wiki/Heist_(film)
http://en.wikipedia.org/wiki/The_Score_(2001_film)
http://en.wikipedia.org/wiki/Chasing_Liberty
http://en.wikipedia.org/wiki/First_Daughter_(2004_film)
http://en.wikipedia.org/wiki/The_Cave_(film)
http://en.wikipedia.org/wiki/The_Descent
http://en.wikipedia.org/wiki/Flightplan
http://en.wikipedia.org/wiki/Red_Eye_(2005_American_film)
http://en.wikipedia.org/wiki/Capote_(film)
http://en.wikipedia.org/wiki/Infamous_(film)
http://en.wikipedia.org/wiki/United_93_(film)
http://en.wikipedia.org/wiki/Flight_93_(TV_film)
http://en.wikipedia.org/wiki/Beerfest
http://en.wikipedia.org/wiki/Beer_League
http://en.wikipedia.org/wiki/The_Prestige_(film)
http://en.wikipedia.org/wiki/The_Illusionist_(2006_film)
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 Paul Blart: Mall Cop (2009) and Observe and Report (2009)  

 Despicable Me (2010) and MegaMind (2010)  

 Skyline (2010) and Battle: Los Angeles (2011)  

 No Strings Attached (2011) and Friends with Benefits (2011)  

 Mirror Mirror (2012) and Snow White and the Huntsman (2012)  

 Seal Team Six: The Raid on Osama Bin Laden (2012) and Zero Dark Thirty (2012)  

 A Hijacking (2012) and Captain Phillips (2013)  

 Olympus Has Fallen (2013) and White House Down (2013)  

 Snowpiercer (2013) and The Colony (2013 film) (2013)  

 Afflicted (2013) and Contracted (2013)  

 The Legend of Hercules (2014) and Hercules (2014)  

 Vampire Academy (2014) and Vamp U (2013)  

 Yves Saint Laurent (2014) and Saint Laurent (2014) 

 Are You Here (2013) and This Is Where I Leave You (2014)  

 God's Not Dead (2014) and Heaven Is for Real (2014)  

 The Zero Theorem (2013) and The Theory of Everything (2014)  

 Left Behind (2014) and The Remaining (2014)  

That list is no real new discovery. I nabbed it from Wikipedia. Yeah, for my thesis. How you like them 

apples? The explanation behind this phenomenon in Hollywood’s case isn’t as simple as it appears. 

Hundreds of people work on a film set and in development departments for the big studios, agencies 

represent dozens of writers, and so forth. Writing partners may go separate ways. An executive may 

have attended a pitch of a film, passed, and had the idea buried afterward somewhere in their 

subconscious. In the case of the films Skyline and Battle: Los Angeles, there was some corporate 

espionage involved. Greg and Colin Strause directed Skyline. They also own a visual effects company 

called Hydraulx Filmz; the same company who provided visual effects for Battle: Los Angeles. I believe 

this isn’t a singular case of such action. 

Those theories listed above don’t just apply to fiction. We’re talking about simultaneous 

invention. Duplicity in technical and scientific ideas and advances across the globe from teams or 

http://en.wikipedia.org/wiki/Paul_Blart:_Mall_Cop
http://en.wikipedia.org/wiki/Observe_and_Report
http://en.wikipedia.org/wiki/Despicable_Me
http://en.wikipedia.org/wiki/MegaMind
http://en.wikipedia.org/wiki/Skyline_(film)
http://en.wikipedia.org/wiki/Battle:_Los_Angeles
http://en.wikipedia.org/wiki/No_Strings_Attached_(film)
http://en.wikipedia.org/wiki/Friends_with_Benefits_(film)
http://en.wikipedia.org/wiki/Mirror_Mirror_(film)
http://en.wikipedia.org/wiki/Snow_White_and_the_Huntsman
http://en.wikipedia.org/wiki/Seal_Team_Six:_The_Raid_on_Osama_Bin_Laden
http://en.wikipedia.org/wiki/Zero_Dark_Thirty
http://en.wikipedia.org/wiki/A_Hijacking
http://en.wikipedia.org/wiki/Captain_Phillips_(film)
http://en.wikipedia.org/wiki/Olympus_Has_Fallen
http://en.wikipedia.org/wiki/White_House_Down
http://en.wikipedia.org/wiki/Snowpiercer
http://en.wikipedia.org/wiki/The_Colony_(2013_film)
http://en.wikipedia.org/wiki/Afflicted_(film)
http://en.wikipedia.org/wiki/Contracted_(film)
http://en.wikipedia.org/wiki/The_Legend_of_Hercules
http://en.wikipedia.org/wiki/Hercules_(2014_film)
http://en.wikipedia.org/wiki/Vampire_Academy_(film)
http://en.wikipedia.org/w/index.php?title=Vamp_U&action=edit&redlink=1
http://en.wikipedia.org/wiki/Yves_Saint_Laurent_(film)
http://en.wikipedia.org/wiki/Saint_Laurent_(film)
http://en.wikipedia.org/wiki/Are_You_Here
http://en.wikipedia.org/wiki/This_Is_Where_I_Leave_You
http://en.wikipedia.org/wiki/God%27s_Not_Dead_(film)
http://en.wikipedia.org/wiki/Heaven_Is_for_Real_(film)
http://en.wikipedia.org/wiki/The_Zero_Theorem
http://en.wikipedia.org/wiki/The_Theory_of_Everything_(2014_film)
http://en.wikipedia.org/wiki/Left_Behind_(2014_film)
http://en.wikipedia.org/w/index.php?title=The_Remaining_(2014_film)&action=edit&redlink=1
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individuals who have never met or collaborated with one another. English author and parapsychologist 

Rupert Sheldrake explains his concept of morphic resonance as follows: 

Morphic resonance is a process whereby self-organising systems inherit a memory from 
previous similar systems. In its most general formulation, morphic resonance means that the 
so-called laws of nature are more like habits. The hypothesis of morphic resonance also leads 
to a radically new interpretation of memory storage in the brain and of biological inheritance. 
Memory need not be stored in material traces inside brains, which are more like TV receivers 
than video recorders, tuning into influences from the past. And biological inheritance need not 
all be coded in the genes, or in epigenetic modifications of the genes; much of it depends on 
morphic resonance from previous members of the species. Thus each individual inherits a 
collective memory from past members of the species, and also contributes to the collective 
memory, affecting other members of the species in the future4. 

 
Again, we’re not just talking fiction here. Isaac Newton and Gottfried Willhelm Leibniz developed 

early calculus at roughly the same time. The 18th century discovery of oxygen was made by many 

individuals who did not know one another. Even the theory of evolution was disseminated by two 

independent researchers from the same era. Author Malcolm Gladwell wrote an article for The New 

Yorker titled “In the Air: Who says big ideas are rare?” that explains many of these simultaneous 

inventions, plus: the typewriter, color photography, and the telegraph5. 

 So, why does any of this matter? Because of the hook. I believe that—call it synchronicity or 

multiple discovery or what have you—there is some sort of cosmic creative pipeline out there in the 

ether of dreams, inspiration, and the subconscious. Into the Dark’s original story was going to revolve 

around a city trapped under a mysterious dome. I convinced myself this wasn’t impossible, but far too 

corny. Stephen King’s Under the Dome came out two years later. Later I changed the hook of Into the 

Dark to be all power on Earth had gone out. But rather than write the story, I decided I needed to go 

to film school and I kept putting it off and putting it off. Uber-producer and director J.J. Abrams 

introduced the show Revolution two years later. 

                                                           
4
 “Morphic Resonance.” Rupert Sheldrake. 2014.  

http://www.sheldrake.org/research/morphic-resonance 
5
 Gladwell, Malcolm. “Up in the Air.” The New Yorker. May 2008. 

http://www.sheldrake.org/research/morphic-resonance/introduction
http://www.sheldrake.org/research/morphic-resonance
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 I’m not saying if only I had written it then, I could have stolen it from titans like King and Abrams. But 

I do believe this cosmic creative pipeline continues. It runs constantly. And if a writer or producer or 

creative does not seize the opportunity, they might find themselves too little and too late. Farkas 

Bolyai, a Hungarian math teacher and early pioneer of geometry, told his sons this: “When the time is 

ripe for certain things, they appear at different places in the manner of violets coming to light in early 

spring.”6 

 For what it’s worth, J.J. Abrams’ Revolution is a carbon copy of S.M. Stirling’s Novels of the 

Change. And Stephen King’s Under the Dome is really just The Simpsons Movie plus his other novel The 

Stand (I read both back to back). So maybe it doesn’t matter where inspiration comes from. Maybe it 

does. Maybe hooks matter, maybe they don’t. Fiction author Amanda Craig says this about 

synchronicity: “The point is, though, that in the end this obsession over similarity and timing and who 

got there first doesn’t matter. Readers discover books in their own time, not publisher’s schedules. 

The person who has a new idea may get credit for it, or may not; what matters is how well it’s done.”7 

 

  

                                                           
6
 Li, Ming and Vitanyi, Paul. An Introduction to Kolmogorov Complexity and its Applications, 3

rd
 ed. Springer.  

New York, NY: 2009. 
7
 “Synchronicity.” The Amanda Craig Blog. November 2010. 

http://www.amandacraig.com/pages/blog_01/blog_item.asp?Blog_01ID=254 
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chapter four: doubt 

 

 

 

 Forget hooks for a second. Forget about dreams and inspiration and workshop feedback and 

everything except this: I do not believe in myself.  
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chapter five: what does this have to do with neuro-psychiatry 

 

 

 

 I have clinical depression. I know, “What writer doesn’t?” (For an enlightening read on why 

this is, I suggest Touched with Fire: Manic-depressive illness and the artistic temperament by Kay Jamison.) But 

in many (far too many) cases, this unfortunate generalization is true. Woody Allen, Ernest 

Hemingway, Ingmar Bergman, Mark Twain, Charles Dickens, Kurt Vonnegut, Truman Capote, and 

Bruce Springsteen are just an infinitesimal fraction of artists who struggle (or struggled) with the 

disease. And I’m on that list too. Which is a big deal, because, as Sylvia Plath said: “The worst enemy 

to creativity is self-doubt.” 

 Somewhere between my worst episode of self-harm and laying my children down to sleep I 

decided that this disease wasn’t something they were going to have to deal with. I was going to get rid 

of it. I was going to get help. Attending counseling and therapy at the UT Student Mental Health 

Center is one of the smartest decisions I’ve ever made. Empathetic and brilliant people have helped 

guide me through this brawl with my brain. Independent of counseling and therapy, I’ve devoured 

books and interviews on the subject. Following is what I’ve learned, why that matters to me, and what 

it’s done to my writing.  

 There is a link between creative types and depression. While nearly 1 in 10 Americans will 

suffer from some degree of depression in their life (according to the CDC), creative types encounter it 

much more frequently. That might be because of rumination. Yale psychologist Susan Nolen-Hoeksema 

says that rumination is one of the keys to creative thinking. In other words, creative types tend to 

replay events—both good and bad—over and over in their mind as they try to make sense of them, 

connect dots that need connecting, and gain mastery over them. A bad day to someone without this 
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curse/skill will soon be forgotten. But for those creatives with depression, stressful and traumatic 

events will play over and over as the host considers what they might have done differently, what the 

fall out will be, and so on. 

 Most of the time, that’s where depression kicks in: trauma. The event or course of events may 

not seem traumatic to someone else, but to the individual who develops depression, they’re earth-

shattering. For instance, in Mark Twain’s case, it was the death of his wife and his two daughters. In 

my case, it was a combination of events in a short amount of time: twin infants struggling to survive on 

vents in the newborn ICU, foreclosure on my first home, a bout with unemployment, and an intense 

feeling of failure.  

 BOOM went the synapses. 

 All of the above has since been resolved. My children are healthy and thriving. The house issue 

was settled years ago. I am gainfully employed. However, that period of time had one lasting effect: it 

fried the connections in my limbic system. Of course there are other reasons why people might suffer 

from depression—genetic, medicinal, etc.—but for me, this is/was it. 

 Going forward in this chapter, I do not intend to outline the complex neurology of depression. 

If I could, I’d be doing that for a living instead of writing. But I have learned the following: the limbic 

system is where much of our mood occurs. The amygdala and hippocampus and a bunch of other 

mush in the limbic system is heavily affected by depression. Neurotransmitters and nerve cells don’t 

grow as they should. Serotonin and dopamine levels become out of whack. All of this is important 

because the limbic system is also the part of the brain that helps us cope. 

 So, now we might be able to better imagine what a writing workshop is like to someone 

without depression (i.e. “Oh well, they didn’t like today’s pages) vs. someone suffering with 

depression (i.e. “They hated it! I’m a horrible writer! I’ll never make it, and I drug my family here 

away from out home and stable jobs for nothinnnnnng!”). My graduate workshops, though, were the 
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9th-20th or so workshops I’ve taken. This wasn’t my first rodeo. And I’d worked professionally as a 

writer for nearly a decade before going back to school. I thought I had developed what many people in 

a workshop setting say “you just need to have”: a thick skin. 

 The majority of the time during my MFA experience, I took feedback silently and 

appreciatively. I strived to find ways to implement smart suggestions in further drafts or iterations. 

Sometimes, though, sometimes feedback did more than sting. Eric Maisel, PhD and author of The Van 

Gogh Blues, says: 

When we fear that we do not matter or that our efforts do not matter, we get depressed. 

Similarly, the places where we make large investments of meaning, for instance in our 

performances, paintings, or books, are places of great anxiety, because there is more than our 

ego on the line, there is our very sense of the meaningfulness of our life.  

If the world is not interested in our paintings, for instance, we will be hard-pressed to 

maintain meaning there; so, when we come to the blank canvas, we can already be a little (or a 

lot) frightened that a negative reaction to this as-yet-unborn painting will precipitate a 

meaning crisis8. 

Learning about depression in this way, deciphering the brain with trained neuropsychologists, has 

helped me better approach the blank page. And it has, mercifully, helped me once again develop that 

thicker skin.  

              As time passed in the MFA, that thick skin oftentimes morphed into a suit of armor—or, 

stubbornness. I submit, though, that this was both a cathartic experience and an important standing up 

for myself and my psyche. Here’s why: Into the Dark really became to be about depression. As I would 

enter periods of downward spirals, I began to label these episodes “the dark times.” And as I struggled 

to work, write, live in these dark moments, so did my characters. It was easier to place them in 

situations that would merit emotional havoc. And when I would emerge from these episodes, so would 

my characters—all the more triumphant and all the more happy. 

                                                           
8
 “Investing Meaning in Life.” Talent Development Resources. 2013. 

 http://talentdevelop.com/337/eric-maisel-on-investing-meaning-in-our-art/ 
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chapter six: objective schmobjective 
 
 
 
 
 
 
 
 Art is subjective. SUB. JEC. TIVE. I am utterly convinced that there is no objectivity in art. 

Some may argue that there is inherent goodness in the right curves, the right brushstrokes, the right 

dialogue, but I beg to differ (and the fact that I’m able to do so, sort of proves my point, doesn’t it?). 

On one hand, tourists march past incredible and historically important pieces in the Louvre every 

day—because they’re tired, or because they’re trying to get to the more popular pieces. On the other 

hand, Andres Serrano can win an NEA sponsored arts competition for his photo “Piss Christ,” which 

shows a crucifix submerged in a glass of Serrano’s own urine. 

 Rather than debate art or the NEA, though, I’m just pointing out that art is subjective. And 

the art of screenwriting is no exception. Scattered around my personal library, I have the following 

(and more): 

Screenplay, by Syd Field 
The Screenwriter’s Workbook, also by Mr. Field 
The Screenwriter’s Bible, by David Trottier 
Writing the Pilot, by William Rabkin 
How Not to Write a Screenplay, by Denny Flinn 
Save the Cat, by Blake Snyder 
The 101 Habits of Highly Successful Screenwriters, by Karl Iglesias 
Story, by Robert McKee 
Writing the TV Drama Series, by Pam Douglas 
Screenwriting: The Sequence Approach, by Paul Gulino 
 

All of which—even the two Field books—teach a different way to write a screenplay. Whether it is 

“the paradigm,” or “sequences,” or “organic character exercises,” each author pushes their philosophy 

as the way to write a successful screenplay. Of course they are, they’re promoting their book. They’re 

trying to make a buck, like the rest of us. 
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 In the jungle of all that differing—oftentimes contradictory—information, though, that the 

author promises is the way to be a successful screenwriter, there is a downside. Hopefuls like myself 

are stuck at home outlining, or drafting 14 (and only14!) cards per act, or breaking example films 

down into eight sequences guided by time coded events. And, more importantly, while I’m trying to 

follow the advice from all the above authors, guess what I’m not doing: writing my script. 

 I found some of this in the MFA program as well. Certain professors would contradict others. 

Some would belittle their peers’ teaching methods or philosophies. If we, as a class, said: “But in our 

last class we learned sequences, etc.” we could expect to be met with a hearty guffaw. Again, what is a 

budding screenwriter to do? Add to this the fact that every panel I attended over the last two years at 

the Austin Film Festival hosted panelists who said some of the following: “I never outline; outlining is a 

waste,” or “Don’t go to film school,” or “I never bother with structure when I write.” Now I’m trying 

to write a screenplay with a reservoir of incongruous, inconsistent, and contrary set of guidelines—

provided by a wide spectrum of people who have more experience with the art, and more experience 

with success in the art, than I do. 

 This summer I’ve been working with and interning at the Austin Film Festival. One of the 

opportunities I had in the internship part of my relationship with AFF was serving as a reader for their 

annual Screenplay/Teleplay competition. This experience was enlightening, maddening, and 

validating.  

 I’ve submitted scripts to screenplay competitions before—the Nicholl, AFF, the Nashville, 

BlueCat, Zoetrope, etc. And I’ve never won. Never placed. Never made it to the semifinals. 

Remember rumination? Rejection is something I ruminate on. And remember Dr. Maisel’s quote 

about art being an investment of self? Put two and two together and you have someone sitting before a 

blank screen with very, very, very little confidence. Hence this report’s fourth chapter. 
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 Being a part of a festival reading team, though, has opened my eyes. Countless are the times 

when a fellow reader has finished a script and given it a NO because “they just don’t like that sort of 

thing.” Or they “didn’t get it.” Or “the 30 pages I did read were boring.” Or “it should be a show and 

not a feature.” I’ve also had the opportunity to review and grade reader notes AFF provides writers on 

five basic sections of a script: concept, plot, structure, character, dialogue. These notes are 

predominantly very weak. Some are atrocious. They reflect poor readings of a script over and over 

again. Each script in the AFF Screenplay/Teleplay competition gets a second read. I have been the 

second reader on many of those NO scripts. Some of our other fantastic readers have also been NO 

script second readers. Seeing our notes side-by-side with first round readers shows a stark contrast. 

Again, art is subjective. 

 Finally, a workshop setting itself is a subjective arena. A group of nearly a dozen of one’s peers 

hailing from wildly disparate walks of life will breed differing opinions. This is a scientific fact. I will 

call it The Writing Workshop Paradox. The WWP can be summarized as follows: 

 Student A: “You should do this for your ending.” 
 Student B: “No, you should do this.” 
 Student C: “No, you should definitely do this.” 
 Student D: “I don’t know. I didn’t read it.” 
 Professor: “You should do this.” 
 Students A, B, C, D: “Yeah, you should do that.” 
 
It is important to note than no one knows a story as well as the author. It is also important to note that 

authors oftentimes get so close to their material that they can no longer see the forest for the trees. 

 Again, art is subjective. Which to me means—as I pointed out in the last chapter—there’s 

something to be said about stubbornness and sticking to one’s guns. Which is exactly what I didn’t do 

with Into the Dark. And I paid the price. 
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chapter seven: writing to the workshop, or the death of inspiration 

 

 

 

 I’ve never had writer’s block like I have had it while writing Into the Dark. Never. I think I’ve 

spent more time staring at the screen than writing words on the screen. I’ve avoided the computer. 

I’ve stalled. I’ve developed habits just to keep away from it. I’ve never had a cleaner house, by the 

way. I just could not write word one of this script.  

 When I have had writer’s block before, I’ve usually just written myself out of it. That process 

used to consist of me driving up into the Uinta Mountains in Utah, getting lost for the day, then 

coming home and writing about what I’d seen. Within minutes, usually, I’d be on to something new. 

Some new idea. Some new source of inspiration would pour down onto me and distill itself all the way 

through my fingertips onto the keys. This did not work for Into the Dark. At all. What follows is one of 

the documents where I tried to “write myself through the block”:  [explicit language warning] 

into the dark  |  revised pilot 
 

 Now it’s about time travel. SHIT. I fucking hate writing about time travel. Yay. 

 Adam Vurtis gets unstuck in time. Somehow. Of course I’m not going to say how. 
Because I can’t come up with it. And I need the crappy, sucky, novice way out: just don’t 
explain it. Which of course I’ll convince myself is just me being intentionally mysterious 
rather than vague and unimaginative. 

 Also, this story was originally supposed to be about human courage. The potential of one 
ordinary person to do amazing things despite believing that they can’t (as they step into 
the proverbial dark). Now Vurtis will probably be a superhero and it will be about other 
dumb stuff. Not that the original theme isn’t dumb. Now I look back at all my old stuff 
and think it’s sentimental, naïve crap. 

 Anyway, it’ll be about time travel. Three different timelines: 
1. Adam’s: in – big surprise! – dystopian, post-apocalyptic Washington DC. How 

original. 
2. Grey’s: a decade or two after the other thing I don’t explain (for the same reasons 

I’m not explaining time travel), the big catastrophe event cataclysm disaster shit 
show that audiences are SO fucking tired of now. 
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3. Darius’: which will be (crappily) predominantly exposition and history of what 
happened after said undescribed event. 

 Adam will get unstuck (again, who knows how), and everything around him will black out 
(but he won’t). And then when it comes back, he’ll be in a different time. So we have 
another meaning to “into the dark.” 

 For the record, I hate this idea. I dread writing it. I hate time travel. I hate dystopian, 
post-apocalyptic settings. If I have to see one more show or film about it, I’m going to 
vomit. 

 Also for the same record – that record likely being the thesis report because I have no idea 
what the hell I’m going to put in it to reach the page requirements other than my 
ramblings about sucking at writing and how I’m just taking something I loved and turning 
it into shit – I think this whole thing is a sham: having to pay for a semester that I’m not 
even attending? To rewrite something and make it worse, just because I have to? And to 
write a thesis report that is essentially a diary? And never step foot on campus for a class? 
What a joke. What a fucking racket.  

 What’s funny is that this is for an MFA, the degree consistently ranked as one of the most 
useless degrees available. All this stress, depression, self-harm, and time wasted for an 
MFA. I guess that’s the joke. 

 I’m not laughing. 

 Too bad time travel doesn’t exist. I’d travel back to that first day of creative writing in my 
freshman year in January of 2002. I’d stand firm outside that door and tell myself: “Do 
NOT go in there. Please, for the love of everything, get away. Go take a damn computer 
programming class.” 

 Sidebar: I have like 4 weeks until all of this garbage is due in its final form. And I’m 
wasting the night bitching and complaining and lowbrow philosophizing about regret, etc. 

 Yep, almost midnight. Lots of facebook breaks and other miscellaneous time-wastes to 
keep me away from this. Fine, here’s an attempt at something: 

 
Adam Vurtis’s Timeline – 47 years after the event cataclysm disaster end of the world thing 

 

 Basically all the same shit from the pilot and the original story. Just reeeeeally pared 
down. And stupid. And lame. And full of Adam being an unextraordinary bitch that just 
reacts to everything as a passive protagonist. 

 The story without a hook. 
 

Grey’s Timeline – 20 years after the stupid unmentioned played-out event thing 
 

 She’s 12 then, and basically the back story I have for her. Becoming the villain of the Dark. 
 

Darius Decker’s Timeline – 1 year after the retarded pointless stale end of the world moment 
 

 He’s 40 then. Does the whole prophet thing after founding NCCC 

 Story about finding the shale 

 Lots of stuff about DC turning into NC, etc. Boring expositional stuff. 
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So, essentially instead of ONE story without a hook, now I have three. And because it’s time 
travel it’s chock-fucking-full of complex and pointless changes and cause and effect paradoxes I 
am not smart enough to understand. 

 

Yeah….. someone wasn’t very happy when they wrote that. The reason why? It’s obvious to me now. 

I was writing to the workshop.  

I took something I liked and turned it into something I didn’t because a heap of subjective 

feedback led me there. That’s not entirely fair: the decision and the creation is still my responsibility. I 

took something I liked and turned it into something I didn’t because I decided to listen to and write 

according to that subjective feedback. I was grasping for the hook. And I was grasping at straws. So 

eventually I settled on throwing time travel into the mix to spice things up. Why not? I won’t tell you 

why not, but Steve Jobs will:  

Your time is limited, so don’t waste it living someone else’s life. Don’t be trapped by dogma 
— which is living with the results of other people’s thinking. Don’t let the noise of others’ 
opinions drown out your own inner voice. And most important, have the courage to follow 
your heart and intuition. They somehow already know what you truly want to become. 
Everything else is secondary. 
 

I realize he’s talking more about personal identity there and I’m forcing it to fit my argument. But 

man, doesn’t it fit pretty well?  

Here’s one from Oscar Wilde that also applies: “Most people are other people. Their thoughts 

are someone else's opinions, their lives a mimicry, their passions a quotation.” I think he’s saying you 

need to be yourself. You cannot write to other people’s wishes/wants. The (sort of) counter-argument to 

this summary is that Wilde is also saying you need to be original and not be a mimicry (i.e. your story 

need to have its own hook! [on second thought, I don’t think I like this quote…]) 

 Originally Into the Dark was heavily character-focused. It still could be, even with time travel. 

I have found, though, that my shortcomings as a writer have necessitated sacrificing much of the 
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deeper character pieces of the story to the complexity of the hook I’ve tried to cram down my story’s 

throat: time travel. 

 I realize there is a difference between sticking to one’s guns and finding the right hook. It’s 

apples and oranges. And I want to say “No one was asking me to change who I am or what I want to say 

with Into the Dark.” But I don’t think that’s true. In my opinion, that’s the primary downside of 

workshops: peers rewriting rather than peers giving feedback. I was told the following: 

1. Change your protagonist 
2. Change your setting 
3. Change your time period 
4. Write a different story 

5. This is boring shit ( a super special quote from my professor) 
 

If this whole report is boiling down to finding a hook, then maybe my story is too familiar. But 

the workshop comments listed just prior to this would—I’m convinced—ruin Into the Dark. Jim 

Jarmusch is a prolific independent filmmaker, and he said something pretty smart once: 

Nothing is original. Steal from anywhere that resonates with inspiration or fuels your 
imagination. Devour old films, new films, music, books, paintings, photographs, poems, 
dreams, random conversations, architecture, bridges, street signs, trees, clouds, bodies of 
water, light and shadows. Select only things to steal from that speak directly to your soul. If 
you do this, your work (and theft) will be authentic. Authenticity is invaluable; originality is 
non-existent. And don’t bother concealing your thievery - celebrate it if you feel like it. In any 
case, always remember what Jean-Luc Godard said: “It’s not where you take things from - it’s 
where you take them to. 

 
It’s where you take them to. I love that. But it leaves me asking myself: okay, now where do I take this 

thing? And how do I get there? 
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chapter eight: process 

 

 

 

 In this report, I have beat to death the fact that I need a hook. Now it’s time to map out what I 

selected, how I implemented it, and gauge whether or not it worked. To begin, we’ll start at the initial 

meeting I had with my thesis committee (which is only two people, so I feel more like calling them my 

“thesis guys” or “thesis bros” rather than a committee).  

Let me lead with this: that meeting was vastly more helpful than an entire semester’s worth of 

workshop. We discussed model films and shows to research. We deliberated about theme, and 

whether or not theme should take precedence or even be visible at all in a show or film’s first viewing. 

And, over and over again, we determined that Into the Dark needed its own hook. 

I drafted a document for my thesis bros that had three pitchable ideas—ideas that added 

originality and freshness to Into the Dark. The idea behind this preliminary assignment was that I should 

draft these new takes on my pilot as if I were to pitch them to a studio executive (with roughly 30 

seconds on their hands). Ergo, concision and clarity were key. This is what I came up with: 

into the dark  | three pitchable ideas 

 
 
Idea the First: Phasing Timelines 
 
So, do you remember the multiple timeline revision idea I sent in before? Here’s a little reminder 
I’m pulling from that doc: 
 

This revision of the pilot would follow three separate timelines:  
1. Adam Vurtis, beginning with his story as it begins in the current pilot.  

2. Darius Decker, the New Columbia Construction Foreman that becomes a sort of mad 
prophet, decrying the Body Politick and Police of Control and Population.  

3. Grey, from the time she was a girl and abandoned by her father and brother in the Dark. And 
then her rise to power, anger, and desire to destroy New Columbia.  
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I like that idea. I’m excited about. And I felt like it was the most pitchable of the three. However, it 
needs a new hook right? Here’s my idea: what if Adam Vurtis slips/phases between these three 
timelines? That immediately makes him THE MOST IMPORTANT character and of course the 
character we would follow. It gives him something special, something extraordinary. 
 
The consequences of his actions would be felt across all three timelines (immediately before the 
disaster, a little after the disaster, and long in the future where he exists in his own timeline). He 
would be working to help the people in his timeline, stop the disaster from happening in the first, 
and trying to set up a better system in the timeline right after the disaster than POLCAP, et al. 
 
I think this could be super cool. And difficult. But cool. 
 
 
Second: Enter Magic  
 
This is a new one, and I’m stoked about it. It’s essentially the same set up and world (the Wall, 
POLCAP, etc.), but the impetus for the story is the fact that there’s a kid (Adam Vurtis) who finds 
he can use magic. And in this post-apocalyptic setting, we get a little fantasy action going on. He can 
use magic. And so can other people along the way. It’s something about what the disaster did to the 
earth. And now the journey becomes one of escape, yes, but PRIMARILY about finding the source of 
this (and either shutting it down to prevent magic from falling into the hands of the wrong people 
[which is does, and we get cool antagonists] or protecting it/using it to change and rule the world for 
good). 
 
And Third: The Clouds 
 
Again, a very similar setup, but not everything has been destroyed. And instead of people living in 
DC behind a wall, they have the capacity to travel somewhere else. Sort of. I’ll explain. The disaster 
would be something that changed the atmosphere. Or one of the many spheres of the earth. And 
now the earth is shrouded by MASSIVE, THICK, DARK layers of clouds. Everywhere (except for 
one hidden, idyllic spot where the sun pierces through once in a blue moon – or frequently – I 
dunno). So the people on earth elect to go to one of three places: underground, on the surface, or 
on stations sort of like the ISS in orbit (searching for a way to restore the earth to how it was). This 
third option would be more about FIXING everything. I feel like most post-apocalyptic stuff is just 
about survival in the world and accepting said world as is. But this would be about finding a way to 
fix everything. And there would be the added interest of having these three separate, different, 
strange worlds. 
 

At the most BASIC level in this story, those underground would be just trying to survive. Those on 
the surface would be trying to rule. Those in orbit would be trying to fix it. And of course the protag 
(Adam Vurtis or not) would begin underground and have the only way to fix everything and would 
have to ascend to the third level to perform that task. 
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Upon first glance, a reader should be able to notice a very clear error in my thinking, namely 

this: they’re gimmicks. Rather than start from the ground up, I tried to come up with plot devices I 

could cram into my existing story to make it read a little less like current post-apocalyptic dystopias. 

Why was this an error? Because any of those three options drastically alters the characters, the plot, 

and the entire story. This is why my first revision did not work. At all. 

Revision 1 of the Into the Dark pilot ended up being what I just mentioned: forcing, shoving, 

hammering this new device of time travel into my existing story. The immediate effect was confusion. 

The main storyline read nearly identical to my initial draft of the script, only now there was a bizarre 

time travel incident at the tail end of the story—almost as if he had been thought of after the fact 

(which it was). 

The major change for Revision 1, though, was not the addition of time travel. It was the 

appearance of two other timelines. The first, following a character named Darius Decker. The second, 

following a woman named Grey. Darius’ timeline in Revision 1—beginning just after the cataclysmic 

vaguery that starts this whole mess—read purely expositional. A history lesson, if you will, for the 

uninformed reader. “Welcome to the world of Into the Dark,” basically. Grey’s timeline—20 years 

after that event—felt a little more natural, and contained more of a heartfelt story. It just didn’t fit. 

Neither did Darius really. In fact, the cardinal sin of Revision 1 was that it was episodic. And that’s the 

kiss of death in screenwriting.  

These were the major fouls of Revision 1. There were also many salient details that left my 

readers perplexed at best, and something worse at worst. The cold open/teaser featuring an escaping 

Giovanni Amari read as unnecessary. POLCAP and the Body Politick read as stock villains—cliché and 

tired. And Adam Vurtis, my protagonist, was a passive turd. Notes from my thesis board indicated all 

of the aforementioned shortcomings—and they were right—so changes had to be made. 
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Revision 2 had clear objectives: 1) Make time travel worth having, 2) Merge the timelines in a 

way that would let each of them be their own distinct story while still being necessary to each other, 3) 

Intertwine the stories using those seemingly unimportant salient details, and 4) For the love of all that 

is holy, make Adam Vurtis an interesting, active protagonist. 

Number One: make time travel worth having. I didn’t (and don’t) want time travel to be a 

gimmick anymore. It’s not the story I originally set out to tell, it makes Into the Dark far more science 

fiction than speculative fiction, and it is complicated as hell—but I am committed to this new 

approach. To this hook. There is enough of Into the Dark that I still believe in, that I’m willing to make 

the changes that will help it stand apart. Plus, though complex and difficult to map, time travel can be 

one hell of a ride. 

Number Two: merge the timelines in a way that would let each of them be their own distinct 

story while still being necessary to each other. This point really goes hand-in-hand with objective 

number four (i.e. making Adam Vurtis a better protagonist). His phasing in between times will set off 

reactions and chain reactions that will change and map the future. And the past. And his present. What 

happens in one timeline will directly affect every other timeline—especially the further in the future 

(47 years after the end of the world). I do, though, want to have past timelines affected as well, as 

characters there encounter this pseudo-seer (or nutjob) from the future. 

Number Three: is the objective I am most excited about. It’s the little things, isn’t it, that 

really make a story shine? Giovanni Amari’s death will now pay dividends. Grey’s scar will be a vital 

plot detail. Darius Decker’s transformation from blue-collar badass to mad prophet will be one hell of 

a ride because of the demons in his closet we’ve witnessed. One major theme I have always brought to 

my writing—and Into the Dark is no different—is the idea of interconnectedness. I am fascinated by the 

individual, and their capacity or potential to affect or change vast populations, the course of the future, 

or to influence the simple and small—like another individual’s mood. The details is where I plan to tie 
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these timelines together: a painting in one timeline will mean something in another, as will a coin, or a 

radio, or a car, or someone’s sexual escapades. The details will matter. 

Number Four: make Adam Vurtis a better protagonist. This is my easiest task. Not because I 

have extraordinary characterization skills, but because Adam was such a poor, dull, passive character in 

the first draft and first revision of Into the Dark. Giving him the ability to time travel is just the start. 

And it’s kind of a cheat. It automatically makes him important. He is the story now. Time travel 

doesn’t exist (and therefore neither does the show) without Adam Vurtis. Again, I don’t know why 

that is, or if I’m ever going to figure it out (and if I do, if I’ll ever share that information). In Revision 

2, I attempted to sneak in quite a bit more background information on Adam. I also changed his 

position within the POLCAP/Body Politick machine. “Watchers” are mysterious and anonymous now, 

whereas they were nerdy and overlooked before. His is a great and terrible responsibility: to watch the 

Wall. 

Also, regarding Adam, I plan to do carry out two more significant character devices. His 

strange visions have become much more prominent. And they include settings and locales that we have 

yet to see—and may never see (or at least, not for a long time). But as he jumps times, we begin to 

wonder (at least, I hope we have already in the pilot) if his visions and paintings are directly related to 

places that he has been—or will go to. Hence when we see green fields and sunny skies, we’re left to 

wonder if this is coming, if it has been, or if it is real at all. 

And finally, Adam is NOT going to jump time that often. This is vital to both the story and my 

sanity. I want to hold back on time travel quite a bit. By showing restraint, I think the show as a whole 

is able to remain more dramatic and focused on character interactions and reactions. The science 

fiction will take a backseat. Plus, my goal is to keep the time travel fresh (since it is the device I’m 

claiming makes my post-apocalyptic dystopia story fresh) throughout the series. I hope it will surprise 
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readers/audiences. And I plan to make it occur in different types of situations and actions (i.e. pulling 

Grey from the fire vs. jumping out of his restraints in Darius’ trailer). 

Revision 1 was a fair and foundation-building introduction of time travel into the story. But it 

lacked cohesion and clear line of cause and effect. Its characters were still stodgy and stock. Revision 2 

really hits its stride, though, as more and more and more of the story begins to rely on itself. I do think 

there is greater risk there—if one part of the story doesn’t work, it may have a domino effect. But the 

inverse of that should also be true. I hope. 
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chapter nine: the uncertain future 

 

 

 

 Now what?  

In the first semester of my MFA program, a super-agent from some upscale, trendy, powerful 

talent agency (WME Entertainment I think) deigned to walk among us filth in Austin. His name is 

Christopher Lockhart, and he is the biggest asshole I’ve ever met in my life. Seriously. If the dude was 

on fire, I’d hand him pages of my scripts to fuel the flames. What made him such an incomparable 

dick? He represented everything bad about the business. Everything unholy and nasty and fake about 

movies. He couldn’t care less about story. Just by existing, he polluted my goals, objectives, and career 

aspirations. 

 In a makeshift Q&A session, Lockhart told me and ~30 of my peers that “what we were 

writing was complete shit, and we’d never write anything better than shit.” He said, “On a scale of 1 – 

10, if you are lucky, and I mean really lucky, you’ll maybe write one 1 script in your entire life.” This 

disheartening and disparaging Q&A went on for some time—and it never got better. Near the tail end 

of it, I pitched Emperor Lockhart the script I was currently working on. As you can imagine, he was 

less than cordial or constructive with his feedback. 

 So what? is the question I ask myself when I now think back to that pointless Q&A with that 

arrogant jerkweed prick. So what if he didn’t like my idea. So what if he was the way he was, and is the 

way he is. So what if he thinks I’ll never write more than a 1-level script. Christopher Lockhart is not 

the end-all, be-all gateway to Hollywood and financial success as a working screenwriter. 

 In the last semester of my MFA, a veteran showrunner and Hollywood megamind led a 

writer’s room workshop for on my courses. His name is Scott Shepherd and he is a standup, selfless, 
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all-around good guy. In our workshops, Scott provided intelligent notes and constructive feedback. He 

spoke of the Industry as something accessible. He tried to instill in us an “If you work hard enough…” 

sort of philosophy. It was nice. 

 I figure being a financially successful and working screenwriter falls somewhere in between 

these experiences. If it was easy, everyone would do it. But, trust me on this, once you begin to tell 

people you’re trying to become a screenwriter, it really does seem like everyone is doing it. “I have a 

script,” or more commonly, “I have an idea for a script,” became dominant phrases in my interactions 

with people. Those or, “Yeah I think I might write a screenplay,” likes it’s something you just do over a 

weekend. 

 So I don’t know exactly where on that wide spectrum being a working screenwriter would 

fall—probably all over the place because everyone lives incredibly varied lives. What I do know, 

though, is that I do not love it anymore. At times, I don’t even like it. At other times, I hate it. When I 

applied to film school, it was a huge decision. I left money, a home, and a career to pursue it. And I 

loved it. An entire day would pass by and I wouldn’t even realize it, I was that into my script on the 

page before me.  

 Now it’s oftentimes a burden. A chore. The very last thing I want to do. Which probably is an 

indication that I will go nowhere with it. I will sell nothing. And it may end up just being this “phase” I 

went through at the end of my twenties. I don’t know. Sometimes I hope not. Sometimes all I can do 

is hope not.  

 Why include any of this? Because this is a process report, and this is all part of the process. 

This is where I am now. I don’t know if I should have come to film school. Maybe. Maybe not. I have 

no idea if I’ll be a screenwriter. I do not feel destined. I do not feel like it’s the only thing I can do, or 

the one thing I have to do. That being said, when I do find the time to sit down to watch a film or a 

television show, I still believe it’s a little bit magic. 
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appendix a: the bible — iteration the first
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appendix b: journal scans 
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appendix c: pretentious quote bank 
 
 
Not all of the following were quoted in this report. They were all used. 
 
Key: 1) Steve Jobs, 2) Ayn Rand, 3) Ralph Waldo Emerson, 4) Dr. Seuss, 5) Sylvia Plath, 6) Pablo 
Picasso, 7) Jim Jarmusch, 8) Albert Einstein, 9) Ken Robinson, 10) Oscar Wilde, 11) Chuck Palahniuk 

 

1) Your time is limited, so don’t waste it living someone else’s life. Don’t be trapped by dogma 
— which is living with the results of other people’s thinking. Don’t let the noise of others’ 
opinions drown out your own inner voice. And most important, have the courage to follow 
your heart and intuition. They somehow already know what you truly want to become. 
Everything else is secondary. 
 

2)  A creative man is motivated by the desire to achieve, not by the desire to beat others. 
 

3) To be yourself in a world that is constantly trying to make you something else is the greatest 
accomplishment. 

 

4) You have brains in your head. 
You have feet in your shoes. 
You can steer yourself in any direction you choose. 
You’re on your own. 
And you know what you know. 
You are the guy who’ll decide where to go. 

 

5) The worst enemy to creativity is self-doubt. 
 

6) The chief enemy of creativity is good sense. 
 

7) Nothing is original. Steal from anywhere that resonates with inspiration or fuels your 
imagination. Devour old films, new films, music, books, paintings, photographs, poems, 
dreams, random conversations, architecture, bridges, street signs, trees, clouds, bodies of 
water, light and shadows. Select only things to steal from that speak directly to your soul. If 
you do this, your work (and theft) will be authentic. Authenticity is invaluable; originality is 
non-existent. And don’t bother concealing your thievery - celebrate it if you feel like it. In any 
case, always remember what Jean-Luc Godard said: ‘It’s not where you take things from - it’s 
where you take them to.’ 

 

8) Creativity is knowing how to hide your sources. 
 

9) If you're not prepared to be wrong, you'll never come up with anything original.  
 

10) Most people are other people. Their thoughts are someone else's opinions, their lives a 
mimicry, their passions a quotation. 

 

11) Nothing of me is original. I am the combined effort of everyone I've ever known. 
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appendix d: disheartening list of post-apocalyptic fiction in the last decade 
 
 
 
The Walker in the Dust (2014) 
20 Years After (2008) 
Appleseed (2004) 
The Beach Party at the Threshold of Hell (2007) 
The Book of Eli (2010) 
Casshern (2004) 
City of Ember (2008) 
Mutant Chronicles (2008) 
The Road (2009) 
Dance of the Dead (2005) 
Desert Punk (2004) 
Jericho (2006) 
Masters of Science Fiction (2007) 
The Book of Dave (2006) 
Cloud Atlas (2004) 
Cowl (2004) 
Deadlands (2006) 
Fitzpatrick’s War (2004) 
Flood (2008) 
The Goodness Gene (2005) 
The Jakarta Pandemic (2010) 
Last Light (2007) 
The Pelbar Cycle (2005) 
The Pesthouse (2007) 
The Slynx (2007) 
Uglies (2005) 
The Valley-Westside Ware (2008) 
The World Ends in Hickory Hollow (2007) 
Metro 2033 (2010) 
28 Weeks Later (2007) 
Aeon Flux (2005) 
Carriers (2009) 
Children of Men (2006) 
Daybreakers (2010) 
Doomsday (2008) 
Repo! The Genetic Opera (2008) 
I am Legend (2007) 
I am Omega (2007) 
Resident Evil: Extinction (2007) 
The Last Man (2008) 
The Zombie Diaries (2006) 
Survival of the Dead (2010) 
After Armageddon (2010) 
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Dance of the Dead (2005) 
Jeremiah (2004) 
Survivors (2008) 
Burning Stones (2005) 
The Killing Moon (2009) 
The Martian General’s Daughter (2008) 
Pandemia (2006) 
Plague Year (2007) 
Quentel (2007) 
Resurrection Planet (2009) 
Two Journeys (2009) 
White Devils (2004) 
The Empire of Texas (2005) 
The Uglies Trilogy (2004 – 07) 
World War Z (2006) 
Left 4 Dead 1&2 (2008 – 09) 
Wandering Ones (2001 – present) 
Y: The Last Man (2002 – 08) 
Post Impact (2004) 
Meteor Apocalypse (2010) 
Quantum Apocalypse (2010) 
Three Moons over Milford (2006) 
Dead and Gone (2008) 
Earth (2004) 
It’s Only Temporary (2005) 
Life as We Knew It (2006) 
Alien Apocalypse (2005) 
War of the Worlds (2005) 
The Invasion (2007) 
Invasion of the Pod People (2007) 
Resiklo (2007) 
Transmorphers: Fall of Man (2009) 
Battle: Los Angeles (2011) 
District 9 (2008) 
Eight Worlds (2005) 
The Host (2008) 
Falling Skies (2009 – present) 
Gears of War (2006 – 13) 
The Day After Tomorrow (2004) 
Serenity (2005) 
The World Sinks Except Japan (2006) 
WALL-E (2008) 
Wynter Dark (2009) 
The Third Garden (2009) 
2012 (2009) 
Crache (2004) 
The Snow (2004) 
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First Ark to Alpha Centaur (2005) 
Mai Shangri-La (2008) 
The Windup Girl (2009) 
10.5 and 10.5: Apocalypse (2004 – 06) 
The Garden Where My Rain Grows (2005) 
Terminator Series (1984 – present) 
I, Robot (2004) 
Sky Captain and the World of Tomorrow (2004) 
9 (2009) 
How to Survive a Robot Uprising (2005) 
Android Apocalypse (2006) 
Battlestar Galactica (2003 – 09) 
Terminator: Sarah Connor Chronicles (2008 – 09) 
Zentrix (2004) 
Tooth and Nail (2007) 
Seed (2013) 
Idiocracy (2004) 
Day by Day Armageddon (2004) 
Cell (2006) 
The Quick and the Undead (2006) 
The Mist (2007) 
Dead Set (2008) 
The Forest of Hands and Teeth (2009) 
Denizen (2010) 
Sunshine (2007) 
Knowing (2009) 
Dominion (2009) 
Pulse & Pulse 2: Afterlife (2006 – 09) 
Apocalypse and the Beauty Queen (2005) 
Puzzlehead (2006) 
World Made By Hand (2008) 
Patriots: A Novel of Survival in the Coming Collapse (2009) 
American Apocalypse I: Beginning (2009) 
Night Work (2006) 
Les Derniers Jours du Monde (2009) 
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vita – sort of 

 

I’ve held a few jobs that required me to hire others. I like to think of myself as a fun 

interviewer. That’s the upside. The downside? Looking at other people’s résumés. There’s so much I 

haven’t done. Where has all my time gone? 

Don’t get me wrong, I’ve stood on top of the Eiffel Tower. I’ve been in the Pacific, Atlantic, 

Caribbean, and Mediterranean. I’ve seen Niagra. Venice. A few presidents. Tens of thousands of pages 

of books. I’ve been in jet fighters and coral reefs. I was in New York City two weeks before it 

happened, and two weeks after. I got married. I became a father. I’ve owned a home. And a cat. 

In between all those memorable moments, though, I’ve been: 

1. A technical writer for two years. Which I hated. 
2. The senior/managing editor of a finance magazine. Where I had an insane boss. 
3. A senior writer/editor for an award-winning marketing team. Where I hated my boss and 

the job. 
4. A freelance writer/editor for everything from a book about middle-aged woman’s blow-

drying techniques to a coconut-based Hawaiian energy drink. 
5. I wrote an ad to sell my car that got on the front page of the paper, and had over 500,000 

views online. 
6. I’ve worked on filming a few shorts, shot a few corporate videos, and taught film, 

screenwriting, and religion (believe it or not) to middle schoolers, high schoolers, and 
undergraduate juniors and seniors. 

7. The Director of Austin’s Young Filmmakers Program. Which I’ve been for all of one 
week. 

 
I’ve written some poetry that has one small cash prizes. I’ve received distinguished scholarships and 

fellowships. I’ve written two teleplays that have been read by Oprah, Robert Redford, NBC executive 

Rob Greenblatt, and others. And now I’m about to receive a master’s degree from a top ten film 

school (according to US News & World Report).  

 

Guess what I’m most proud of. 

 

This report was typed by the author. 


