
 
 

ENTERING the 

Borderland 
 

!"#$%&'#()"*+#,,($-.(%/#(01#,%(2*"(34%/&+("#,*-$-+#(
&-(%/#(5*"6(*2($-(71,%"$8&$-(,+"##-5"&%#" 

 
 
 
 

 

 

 

 

An exegesis submitted in fulfillment of the  

requirements for the degree of Doctor of Visual Arts (DVA) 
 
 
 
Name:   Ben Glass (B Comms, B Arts w/ Honours) 
 
S/N:    1375684 
 
Program:   DVA 
 
Element / Faculty:  GFS, QCA, Griffith University 
 
Date:    30 April 2012 



 ii 

ABSTRACT 

 

 This exegesis explores the challenges I have faced as an emerging Australian 

storyteller attempting to write myths for domestic and international television audiences. 

The exegesis focuses specifically on four creative modalities that I have either developed 

or adopted in order to gain a better understanding of myth’s foundations, the archetypes. 

These modalities are: meditation, hypnagogic immersion, archetypal dream work and 

active imagination. The exegesis considers the hypothesis that an emerging screenwriter 

can gain a more instinctual and intimate understanding of myth from a ‘direct’ dialogue 

with the archetypes within one’s own body, than can be garnered solely through an 

intellectual understanding of the mythic storytelling frameworks that have been 

popularised within the screen industries. The creative works with which I’ve developed 

and tested this hypothesis include two short films Interview (2006) and The Weight of 

Sunken Treasure (2007), and the pilot script for Borderland, a proposed 10 episode serial 

drama for television. 
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This work has not previously been submitted for a degree or diploma in any university. 

To the best of my knowledge and belief, this exegesis contains no material previously 

published or written by another person except where due reference is made in the 

exegesis itself. 
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PREFACE 

 

 In 2006, I enrolled in a Doctorate of Visual Arts at Griffith University’s Film 

School (GFS) with the aim of crafting a long-form screenplay, knowing I would benefit 

from the guidance and experience of the school’s staff. I also planned to take advantage 

of the GFS’s facilities and equipment in order to direct one of my own short-film 

screenplays. While the latter did not occur, I did write two short-film scripts that received 

production funding, one script of which I also produced. During my candidature I also 

developed a long-form pilot screenplay (for a 10 x one-hour serial drama) that became 

the major creative work for the doctorate. Other forms of screen work and writing that I 

undertook in this time drew on my doctoral research, but have not formed part of this 

submission. 

 This exegesis relates to the studio work emerging from these three distinct projects, 

which spanned a six-year candidature. The motivation for the exegesis stems from the 

explorations and discoveries made in regard to my creative writing process as it evolved 

from project to project. Importantly, the short films listed below are being submitted 

solely in support of my specific roles on those films (writer/producer for Interview, and 

writer for The Weight of Sunken Treasure), as the finished films constitute the work of 

many people. The studio elements I am submitting in support of this exegesis are as 

follows: 

 

• Interview DVD (2006), shot on 16mm, 7 minutes, funded by QPIX  

• Interview short-film screenplay and concept documents 
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• The Weight of Sunken Treasure DVD (2007), shot on HD, 12 minutes, funded 

by the PFTC and Ignition Films 

• The Weight of Sunken Treasure short-film screenplay  

• Penance short-film screenplay and concept documents 

• Borderland pilot screenplay and concept documents 

 

 As it is still an unproduced work, the screenplay for the pilot episode of 

Borderland, along with its concept documents, will feature as a confidential appendix, 

and will therefore be absent from all digital and hard copies of my exegesis produced for 

archiving. I would also ask that assessors treat the Borderland materials confidentially 

and not disclose their contents to other parties. I also include The Weight of Sunken 

Treasure script as a confidential appendix as its rights remain with producer Simon Toy 

of Ignition Films.  

 Interview, the film I wrote and produced, should be viewed and its script read 

before reading Chapter 1. The Weight of Sunken Treasure should be viewed and its script 

read before reading Chapter 2. The Penance short film screenplay and concept 

documents, along with the Borderland pilot screenplay and series outline, should be read 

before commencing Chapter 3. There are also points throughout the exegesis where the 

reader is prompted to sample various visual and aural references located on an 

accompanying data CD. For this, the reader will need some media player software that 

accepts the following file formats: .flv, .mov and .mp3. 

 The primary resources I used to write this exegesis include personal notes and 

observations made during periods of creative writing, descriptions and sketches recorded 
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in a ‘dream diary’, and notes taken at screenwriting seminars. I also consider the works of 

Carl Jung and Joseph Campbell as primary sources. Secondary sources include the ‘how-

to’ screenwriting ‘manuals’ of Robert McKee and Christopher Vogler, as well the works 

of Jungian media analyst Terrie Waddell and other Jungian analysts, such as Joan 

Chodorow and Katherine Sanford. The exegesis reads in the style of a reflective 

narrative, written in the first person. A majority of the exegesis narrative represents the 

sporadic and oft-times difficult creative writing process of the Borderland project. 

Considering this, and the Borderland story’s continuing status as a work-in-progress, I 

recommend the reader approach the exegesis with the understanding that some of its 

findings and insights are speculative—that is, they are yet to be proven by a successful 

production, a successful audience reception, and a successful bank account. 
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INTRODUCTION 

 

Whether in the monumental epics of Homer… or in the charming wonder 

stories of the folk tradition… the powers have to be consulted again directly, 

again and again. Our primary task is to learn, not so much what they are said 

to have said, but to evoke fresh speech from them, and understand that 

speech. 

        (Zimmer 1993, p. 4) 

 

 In recent times, much has been said and written about the dire state of Australian 

dramatic storytelling for the screen. With cinema in particular, there has been consistent 

voice given to the belief that the quality of Australian screenwriting needs to be redressed 

(Ginnane, in Bodey 2008; Harley, in Quinn 2009). For the past few years, Australian 

screen industry forums have resounded with debate over the country’s perceived failure 

to tell meaningful universal stories that appeal to a global market (Oz Film Vs Oz 

Audience 2009). So too, film journalists and box office consumers have repeatedly 

expressed disappointment with the quality of Australian stories via their newspaper 

columns or online blogs (Maddox 2009, Hudson 2009). Robert McKee, international 

screenwriting lecturer and author of seminal screenwriting text Story, has also spoken of 

the decline in storytelling—in Australia and across the Western world (pers. comm., 19 

June 2009). Karen Pearlman, Head of Screen Studies at the Australian Film, Television 

and Radio School, addresses this apparent decline in Australia, and suggests that telling 

mythic, rather than personal, stories would revitalise the local film industry: 
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‘Telling our own stories’ has led us down the garden path of naturalism to 

a rut so deep that it seems people would rather stay home and fight with 

their own families than go and watch another Australian domestic drama 

on screen. The purpose of Australian feature film production, I propose, is 

not to tell our own stories. The purpose of our feature film industry is to 

make our myths (2010, p. 32). 

 

 While it could be argued that there will always be an operational level of criticism 

for an Australian industry that competes against its much larger counterparts in the form 

of Hollywood and the UK, I do believe that Pearlman’s observations have some merit. As 

an emerging artist and screenwriter with a natural inclination to observe and reflect on the 

society in which I live, I also feel that Australians fail to tell stories with mythic 

resonance. Pearlman defines myth as a “larger than life” story that draws on Greek and 

Roman traditions, where “larger than life beings” explore, test and embody the extremes 

of human traits and qualities (which she refers to as archetypes) (2010, p. 32). She places 

myth and the archetypes in a modern context with the following statement: 

 

When a myth is made about these traits it is ‘our own story’ in that it is the 

telling of a story in which some core human quality comes into conflict with 

another one or with a force that it must change or be changed by. But the 

story is bigger than just the person who feels chaotic or capricious. It 

becomes mythic when it embodies that quality on a scale that is potent, 

active, calamitous and consequential (2010, p. 33). 
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 While I recognise that not all Australian stories need be mythic, I would argue that 

there exists a desire for myth, or perhaps even a very human need for it, that is not being 

met. This presents me with both an opportunity and a vocational intent—indeed, in the 

years of my candidature, I have been inspired to pursue Pearlman’s proposal. Her essay 

“Make Our Myths” hints at one of the preconditions to our storytelling malady. As myth 

is not a new screen industry concept—rather, something that has been the mainstay of 

human experience for thousands of years—Pearlman’s proposal of mythic purpose could 

be read as an acknowledgment and a response to the demythologising tendency of our 

current, largely secular and scientific age, which, I believe, conditions many of our screen 

storytellers to forgo a creative dialogue with the deeper workings of the psyche. While 

the echoes of myth can be sought and found in many contemporary Australian films, I 

believe that the age-old tendencies for myth-making are not being nurtured and cultivated 

by a majority of Australia’s visual storytellers. In McKee’s words, we “have moved away 

from the classical concerns of storytelling” (McKee, in Davidson 2008, p. 20). If 

Pearlman’s reading is correct, then myth has been largely absent from Australian screens, 

and Australian creators and audiences have both manifested and experienced the lack. 

Through the means of storytelling itself, I have been eager to explore my feelings and 

intuitions on this situation—particularly the notion that the Australian film industry’s 

storytelling difficulties and lack of mythic potency and understanding are a symptom of a 

society largely disconnected from instinctual life (that is, from the foundational powers of 

the psyche). This disconnection, albeit intuited, has emerged as my creative work’s 

central thematic focus over the course of my candidature. In order for me to heed 
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Pearlman’s call as a visual storyteller, I sensed that I needed to connect experientially to 

those primordial powers in the psyche—those same innate powers that, according to 

Heinrich Zimmer (a pioneering scholar in Indian philology, culture and art, and author of 

The King and the Corpse, published posthumously in 1948), underpin all great characters 

and myths. But how to “evoke fresh speech from [these powers], and understand [their] 

speech?” (Zimmer 1993, p. 4). 

 Despite consulting globally renowned screenwriting texts, film school curricula, 

and industry forums, I have struggled to find guidance or instruction on this matter. 

While Pearlman recognises the need for myth, she does not explore how the artist might 

develop an experiential connection with myth’s underpinnings. She does not explore the 

methods and modalities that an emerging storyteller (of which I am one) might best 

consult and understand these potent, core human qualities ‘directly’. She explains the 

difference between telling our own stories and making our myths as a matter of “scale, 

dynamics and ownership”, yet there is no real exploration of the processes by which a 

mythic sensibility could possibly emerge in the artist (Pearlman 2010, p. 32). She gives 

no indication that the archetypes are capable of constellating within the human being 

(and, more specifically, within the storytelling artist) in ways that offer up a more 

intimate, conscious understanding than what might be typically reached by conceptual 

knowledge alone. Could it be that the making of truly mythic films requires a lot more 

than the adoption of a “larger than life” storytelling framework? As Zimmer intimates, 

we must consult the powers directly. This suggests a ‘firsthand’ knowledge of the 

archetypes, not just an understanding of a concept borrowed from someone else or some 

other culture. If Australian storytellers have not been making myths then perhaps it is 
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because they have lost the skill for this ‘direct’ listening. Perhaps it is not a simple case of 

saying, “Okay, let’s start making myths now”; perhaps Australian storytellers have had 

their potential for myth-making stunted by other factors. Is it possible that the majority of 

Australian storytellers have not inherited the know-how and wisdom required to move 

beyond the concept of myth as a goal, to developing a capacity for engendering and 

expressing myths? Could it be a decidedly challenging task for today’s emerging 

screenwriters to delve deeply into an inward experience of the archetypes that form 

myth’s foundations? At the heart of my research has been an enquiry into how I, as an 

emerging storyteller, can best establish this connection with the archetypes, and develop 

an experiential understanding of myth. 

 

RESEARCH QUESTION 

 

 The twentieth-century pioneer of analytical psychology, Carl Jung, spoke of the 

elusiveness of the archetypes and their multiple meanings, and developed many evolving 

definitions and descriptions for them over the course of his life. In Modern Man in 

Search of a Soul, Jung offered up this description of the archetypes: 

 

…there is a thinking in primordial images—in symbols which are older than 

historic man, which are inborn in him from the earliest times, and, eternally 

living, outlasting all generations, still make up the groundwork of the human 

psyche (1933, p. 130). 

 



- 9 - 

While acknowledging the difficulty inherent in defining the archetypes, for the purposes 

of this exegesis, ‘archetype’ will be taken to mean a symbolic representation of a power 

or energised tendency within the psyche. ‘Myth’ is used to describe stories that attempt to 

connect an audience with these primordial powers of the psyche, and the instinctual life 

held therein, via the positioning of symbolic representations that hold particular potency 

for the culture of the day. Although couched in different language, these definitions 

nonetheless strive for the same mythic outcome as described by Pearlman: 

 

If we make myths, we actively seek strength and truthfulness, not just at the 

level of our immediate circle, but at a larger level concerning what it means to 

be human. Qualities we struggle to overcome or which we celebrate, issues 

which concern generations, questions that have consequences (2010, p. 33). 

 

I believe that in order to take up Pearlman’s challenge, one should heed Zimmer’s advice 

and seek out some semblance of ‘direct’ consultation with these deeper structuring 

powers of the psyche and their visual representations: the archetypes. After all, one 

cannot expect storytellers to suddenly and successfully connect audiences to “core human 

qualities” if the storyteller has not yet cultivated some deeper experience and 

understanding of them. Put simply, to successfully make a myth—to tell a grand story 

that “actively seek[s] strength and truthfulness”—a writer must be devoted to attaining 

that inner wisdom to which Zimmer refers. On a personal level, I have to ask how I can 

do this while meeting the demands of a challenging and ever-changing industry. How do 

I make that contact and evoke the fresh speech required of an emerging storyteller 
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working in the film and television medium? Given the setting of my pilot screenplay, 

how do I reconcile my myths and intuitions with historical debates and the potential 

Indigenous dimensions of the story? What are the conflicts, if any, between the processes 

of myth-making and the realities of modern screenwriting? These contemplations all 

inform the following central question for my exegesis: 

 

What creative processes can a writer engage in to bring mythic resonance to 

his or her screenwriting and how can these processes be reconciled with the 

structures, timelines and cultures of the screen industries?  

 

LITERATURE REVIEW 

 

 A fitting place to start exploring this question is by discussing the ‘how-to’ 

screenwriting manuals that I have made use of during my doctorate work. One of the 

main screenwriting texts I’ve consulted is Robert McKee’s Story (1999). McKee is a 

renowned American industry screenwriting lecturer, with an international reputation and 

reach, who has influenced such contemporary figures as Peter Jackson, the director of the 

Lord of the Rings trilogy (2001–03) (Stephenson, 2008).  

 McKee claims that the decline he perceives in modern storytelling is not so much to 

do with the knowledge of how to execute a story but rather with the quality of the content 

in our stories, “It’s a decline across all the arts. People have moved away from the 

classical concerns of storytelling and refuse to recognize that stories are not metaphors 

for other metaphors, they’re metaphors for life” (McKee, in Davidson 2008, p. 20). As an 
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emerging screenwriter, I consider McKee’s Story to be an invaluable resource, but also 

recognise that any one screenwriting text cannot cover the width and breadth of the art, 

nor be all things to all people. Further, I believe that Story, while being thoroughly 

occupied with the how of crafting stories for the screen, may not fully honour McKee’s 

concerns regarding the quality of our modern story content, at least in terms of pages 

devoted, attention paid, and emphasis given to differing modalities of the imagination. 

For example, McKee does not contrast the potentialities of discursive, directed thought 

with the potentialities of creative mythic processes available to the unconscious—what 

Jung knew as the mythopoeic imagination (Hyde & McGuinness 1992, pp. 55 & 173). 

While McKee acknowledges that our “sensory and imaginative powers [are] prerequisite 

to creativity”, emphasising the need for a writer to balance “the power to imagine” with a 

“[sensitivity] to sight, sound and feeling” (1999, p. 26), this is as close as he comes to 

exploring the processes of our “sensory and imaginative powers”. If some commonality 

exists between Pearlman’s mythic purpose and McKee’s “classical concerns”, then what 

may be required is an exploration of creative modalities specific to the development of 

mythic perceptivity (I discuss four such modalities later in this exegesis: meditation, 

hypnagogic immersion, archetypal dream work & active imagination). Perhaps for 

McKee it is a ‘given’ that the fundamental embryonic stages of ideation to which I refer 

involve what is mostly an amorphous process unique to the individual—a process that 

may be difficult to write about in any uniform way. Even so, if the content of Australian 

stories is deemed insufficient, then perhaps one needs to investigate our storytellers’ 

motivations. Why do storytellers tell the stories they tell and how do these motivations 

influence imagination? In terms of “classical concerns” or mythic intent (or the lack 
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thereof), if audiences are regularly left unsatisfied then perhaps the problem lies with 

those very earliest moments of a story’s germination, when the writer’s imagination 

needs to be reflecting on, responding to, and synthesising their inner state and the deeper 

needs and desires of their greater community and environment.  

 At the three-day Story seminar held in Melbourne in 2009, McKee openly referred 

to myth “as the original work of storytelling”, while in his book, he appears reticent to 

use the word ‘myth’ at all. However, in the early pages of Story, he does make mention of 

“eternal, universal forms” and the “archetypal story” that “illuminates conflicts so true to 

humankind that it journeys from culture to culture” (McKee 1999, p. 4). He also 

considers the story arts to be “humanity’s prime source of inspiration” and sees our 

hunger for story as “a reflection of the profound human need to grasp the patterns of 

living, not merely as an intellectual exercise, but within a very personal, emotional 

experience” (McKee 1999, p. 12). He laments that the art of storytelling is in decay, 

citing the sheer quantity of mediocre works that dominate our cinema screens. He calls on 

writers to strive towards the creation of “true satires and tragedies, dramas and comedies 

that shine a clean light into the dingy corners of the human psyche and society” (McKee 

1999, p. 13). This all appears to echo Pearlman’s call for mythic purpose, where she 

urges writers to explore the archetypes—those core human qualities—“on a scale that is 

potent, active, calamitous and consequential” (Pearlman 2010, p. 33). If our problems lie 

in the content of our stories, as McKee suggests, then perhaps a contemporary 

screenwriter’s ability to stimulate unconscious processes and access deeper modes of 

curiosity, introspection, creativity and wisdom should be examined. To use an analogy, 

perhaps many contemporary storytellers are like a technically gifted musician who lacks 
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the necessary insight and inspiration to write the world a potent love song; he or she 

simply lacks the ‘muse’. In discussing this apparent lack among storytellers, McKee 

states the following: “Self-knowledge is the key”—that is, “life plus deep reflection on 

our reactions to life” (1999, p. 15, original emphasis). He also states that in addition to 

the sensory and imaginative powers essential to creativity, writing also requires two 

distinct gifts—literary talent and story talent (1999, p. 26). The majority of Story is 

devoted to the shaping of these talents; it breaks down the craft according to the 

practicalities of screenwriting, and offers up great detail in regards to story structure and 

style. However, it fails to investigate creative modalities associated with self-knowledge 

and some of our sensory and imaginative powers. It may be that Story is not the 

appropriate text for such an investigation, despite my impression that it is with these 

modalities that more can be done to evoke a mythic sensibility in the artist. 

 There are numerous other US-published screenwriting manuals that engage more 

deeply with the questions of myth, the hero’s journey, and the related concepts of 

archetype. One such text that has proven popular in the industry, which I have referred to 

extensively in my time as an emerging filmmaker, is The Writer’s Journey: Mythic 

Structure for Writers (2007), written by Christopher Vogler, a veteran Hollywood story 

consultant and mentor. One of Vogler’s readers, acclaimed director Darren Aronofsky 

(The Wrestler, 2008), attests to the value of The Writer’s Journey, claiming it as the 

screenwriting manual that helped him through many a writing “roadblock” early in his 

career (Aronofsky, 2011). Before discussing the benefits of The Writer’s Journey, it is 

necessary to first explore the two authors Vogler cites repeatedly, who have also had a 

substantial influence on my creative works and this exegesis: Carl Jung and Joseph 
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Campbell. 

 Jung (1875–1961) was a pioneer of psychiatry, known for developing the analytical 

psychology method. Of particular importance to this exegesis are his explorations of the 

archetypes, which have had a substantial influence on contemporary cinematic 

storytelling. One testament to Jung’s continued influence on contemporary storytellers is 

the award-winning drama series Mad Men (2007–10); its creator Matthew Weiner credits 

the writings of the pioneering psychiatrist as helping him to shape his intriguing 

characters. Jung’s writings also instilled Weiner with the following insight:  

 

I have a trust that my passing thoughts and dreams and subconscious are 

going to have unity with other human beings, and that my story will resonate 

because it’s so specific to me. That’s what I’ve really gotten out of… [Jung’s 

writings]” (Weiner, in Barber 2010, p. 25). 

 

 Jung’s explorations suggest that human beings can engage with, recognise and 

understand the archetypes in an intrinsic way, without teaching. He proposes that through 

introspection (a word that could refer to a range of methods or approaches, depending on 

the individual), basic archetypal patterns may be able to be perceived:  

 

As animals have no need to be taught their instinctive activities, so man also 

possesses primordial psychic patterns, and repeats them spontaneously, 

independently of any teaching. Inasmuch as man is conscious and capable of 

introspection, it is quite possible that he can perceive his instinctual patterns 
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in the form of archetypal representations. As a matter of fact, these possess 

the expected degrees of universality (Jung, in Sandner & Wong 1997, p. 14). 

 

It is worth recalling the Zimmer quote placed at the head of this exegesis, and the 

similarity between his “powers” to be consulted and Jung’s “primordial psychic patterns” 

that are to be perceived “in the form of archetypal representations”. In practice, these two 

quotes are intended to suggest that for screenwriters functioning in the economic and 

cultural paradigm of the Australian industry, engaging the archetypes within one’s body 

and imbuing screen stories with their potency and energy is possible. I would also add 

that this possibility involves an indefinite, amorphous process that requires patience and 

the development of a more eros oriented creative mode (eros as it is understood in 

Jungian psychology, as a feminine consciousness, relational in nature) – a mythic mode 

quite different to the discriminating, logos oriented thinking commonly engaged when 

dealing with story structure within industry screenwriting frameworks.  

 As part of his analytical psychology method, Jung developed a technique he 

coined ‘Active Imagination’, which allowed him and his analysands to “objectivize 

contents of the unconscious in the awake state and relate with them consciously… 

principally through writing down inwardly observed phenomena” (Von Franz 1993, p. 

146). I believe this technique to be one modality that can be useful to the screenwriter 

looking to develop a mythic sensibility as it enables an interaction with potentially 

archetypal content in one’s own psyche. Jung recalls a particularly fertile period of his 

life when he used active imagination to engage the archetypes:  
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The years when I was pursuing my inner images were the most important in 

my life—in them everything essential was decided. It all began then; the 

later details are only supplements and classifications of the material that 

burst forth from the unconscious (Jung 1973, p. 225).  

 

For years I have been undertaking what I believe to be a similar process when seeking to 

create story ideas, entering into what I refer to as my ‘twilight’ state. Discovering Jung’s 

writings on active imagination has enabled a better understanding of what takes place in 

this state, and has alerted me to improvements in its implementation for story creation, 

and to its further application as a tool of individuation. 

Jung’s ideas informed the research of Joseph Campbell (1904–87), a professor of 

comparative mythology, who spent the majority of his teaching years at the literature 

faculty at Sarah Lawrence College, New York. Campbell was a prolific author on the 

subject of myth who in later life took part in a series of interviews at George Lucas’s 

(creator of Star Wars: A New Hope, 1977) Skywalker Ranch for the far-reaching Public 

Broadcasting Service (PBS) documentary series The Power of Myth (1988, broadcast 

shortly after Campbell’s death). This documentary series explored the relevance of myth 

to modern life. It was one of the few occasions that Campbell discussed myth in relation 

to film, drawing reference to the mythic elements evident in Star Wars episodes 4, 5 and 

6 (1977, 1980 and 1983), “Star Wars… has to do with the powers of life as they are 

either fulfilled or broken and suppressed through the action of man” (Campbell 1988, p. 

179). Just as Campbell marveled at the potential for film to bestow myth on modern 

audiences, so too have his own written works aided the vision of many contemporary 
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filmmakers. Here, Lucas attributes his discovery of Campbell’s book The Hero with a 

Thousand Faces (first published in 1949) as a defining moment during his early 

difficulties writing the Star Wars screenplay:  

 

It was The Hero with a Thousand Faces that just took what was about 500 

pages and said, here is the story. Here’s the end; here’s the focus; here’s the 

way it’s all laid out. It was all there and had been for thousands and 

thousands of years… (Lucas, in Cousineau 2003, p. 186).  

 

Likewise, George Miller (creator of Mad Max, 1979), lauds Campbell’s influence on his 

life and work: 

 

He described the function of mythology in a way that nobody else has ever 

done… he explained most of the big questions… He not only explained 

what I did as a job, as a storyteller, but also explained an enormous amount 

about politics and about religion (Miller, in Malone 2001, p. 87).  

 

The Power of Myth documentary series and all of Campbell’s written works have 

greatly assisted my screenwriting practice, particularly The Hero with a Thousand Faces. 

It thoroughly explores the world’s myths, proposing the central thesis that all myths, 

including those of different epochs and different cultures, essentially contain the same 

discernable pattern or structure—what Campbell refers to as the “monomyth” or “hero’s 
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journey”. The monomyth typically follows the rites of passage model separation-

initiation-return and is summarised by Campbell thus:  

 

A hero ventures forth from the world of common day into a region of 

supernatural wonder: fabulous forces are there encountered and a decisive 

victory is won: the hero comes back from this mysterious adventure with the 

power to bestow boons on his fellow man.  

        (Campbell 1968, p. 30).  

 

Campbell’s thesis also provides the foundation and inspiration for the screenwriting book 

The Writer’s Journey, within which Vogler freely admits to the supreme value of 

Campbell’s work for any would-be storyteller interested in mythic structure:  

 

The ideas embedded in mythology and identified by Campbell in The Hero 

with a Thousand Faces… are a great key to life as well as a major instrument 

for dealing more effectively with a mass audience… If you want to 

understand the ideas behind the Hero’s Journey, there’s no substitute for 

actually reading Campbell’s work (Vogler 2007, p. 5). 

 

True to Vogler’s recommendation, I have found The Hero with a Thousand Faces to be 

an invaluable resource that I repeatedly return to if I need to contemplate ‘big’ themes or 

stimulate plotlines, or even if I just need to be inspired by the wealth of humankind’s 

storytelling inheritance. Given that this work is influenced by Jung, and given that it  
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Figure 1: The Hero’s Journey (Campbell 1968, p. 245) 
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explores the world’s myths through the lens of contemporary depth psychology, it is also 

useful in understanding my characters’ psychological makeup. If I am ever unsure or 

stuck on how a character’s psychological state might develop or change in response to a 

certain event, The Hero with a Thousand Faces is often the text I revisit for a clue or 

some inspiration. 

McKee’s and Vogler’s screenwriting manuals, which I’ve used for this doctoral 

work, do not focus on the relationship between conscious and unconscious processes 

within the modern human, and more accurately, within the storytelling artist. In stark 

contrast, The Hero with a Thousand Faces analyses the world’s classic myths to bring the 

modern reader to an understanding of what exactly is involved in descending into “the 

causal zones of the psyche” (1968, p. 17). It is this descent that offers the modern human 

the opportunity to grow and change, and it is also this descent that enables the storyteller 

the opportunity to truly engage and understand myth. Although The Hero with a 

Thousand Faces does not offer any input specific to screenwriting or to the challenges of 

the screen industries, the text does demonstrate a great understanding of what is required 

to undertake the descent into deeper regions of the psyche. In the following, Campbell 

describes the underlying process for the artist’s engagement of the archetypes—a process 

that forms the basis for the creative modalities I’ve used throughout my candidature 

(which I’ll explore in depth later in this exegesis): 

 

Willed introversion, in fact, is one of the classic implements of creative 

genius and can be employed as a deliberate device. It drives the psychic 

energies into depth and activates the lost continent of unconscious infantile 
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and archetypal images. The result, of course, may be a disintegration of 

consciousness… but on the other hand, if the personality is able to absorb and 

integrate the new forces, there will be experienced an almost superhuman 

degree of self-consciousness and masterful control (1968, p. 64). 

  

Where Jung and Campbell have been unable to speak to the specifics of modern 

screenwriting, Vogler’s The Writer’s Journey attempts to fill the void. Vogler 

investigates the relationship between modern screenwriting structure, Campbell’s “hero’s 

journey”, and Jung’s exploration of the archetypes. Here, Vogler summarises the 

theoretical foundation that Campbell and Jung provide: 

 

The Hero’s Journey is an incredibly tenacious set of elements that springs 

endlessly from the deepest reaches of the human mind; different in its details 

for every culture, but fundamentally 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 – that our personalities 

divide themselves into these characters to play out the drama of our lives 

(2007, p. 4, original emphasis). 

 

The Writer’s Journey provides the emerging storyteller with a basic foundation in 

characterisation via the detailed description of the psychological and dramatic functions 
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of eight ‘generalised’ archetypes: hero, mentor, threshold guardian, herald, shapeshifter, 

shadow, ally, and trickster (Vogler 2007, p. 26). Vogler mostly concentrates on how these 

archetypes manifest as character but does little more than acknowledge the other ways in 

which their patterns and energies can present in a story; these ‘other ways’ are 

particularly applicable to trickster, an archetype integral to my creative work. While I 

acknowledge that the conceptual framing of Vogler’s eight ‘basic’ archetypes has helped 

in developing my storytelling practice, there are also other relevant insights here that I 

believe he has failed to explore—namely, the methods by which Carl Jung came to his 

own understanding of the archetypes. Vogler fails to illuminate Jung’s techniques for 

engaging the archetypes, the very techniques that shaped the body of knowledge that 

Vogler draws on. Not only did Jung gain insight into the archetypes through the many 

analysands he treated, he also devoted much time to engaging the archetypes in his own 

inner world through using his introspective and imaginative faculties (e.g., his ‘active 

imagination’ technique). While this did not translate into Jung becoming an Oscar-award-

winning screenwriter, I am convinced that some of the processes he used can enhance a 

(screen)writer’s mythic sensibilities. There is no reason why a writer can’t engage these 

patterned energies in him or herself and experience them as Jung did, at a felt level in the 

body. Such an approach could leaven one’s conceptual grasp and lead to a deeper 

understanding of how the archetypes constellate in human drama. As the Friedrich 

Nietzche quote in Vogler’s text reads, “There is more wisdom in your body than in your 

deepest philosophy” (2007, p. 355). This quote accompanies an appendix entitled The 

Wisdom of the Body that hints at the notion of knowing the archetypes in this way: 

“Joseph Campbell pointed out that the archetypes speak to us directly through the organs, 
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as if we were programmed to respond chemically to certain symbolic stimuli” (Vogler 

2007, p. 355). Although Vogler here makes the point in terms of how our organs respond 

to the written word or screen image, this appendix nonetheless raises the possibility with 

storytellers that archetypes are more than just pieces in a conceptual screenwriting 

framework. However, this is as far as Vogler extends this point, as he does not explore 

the significance of the ‘archetypes as bodily phenomena’, particularly as it pertains to the 

creative process of the writer seeking to understand the foundations of myth. By 

reflecting on my own creative process during the development of Borderland, I will 

explore the insights that have come about as a result of engaging the archetypes within 

my body. This means I will also examine some of Jung’s techniques that are absent from 

Vogler’s text—techniques I believe to be beneficial to the emerging screenwriter who 

seeks a far more intimate understanding of the archetypes than what can be gained solely 

from a screenwriting manual. 

The second part of The Writer’s Journey breaks down Campbell’s Hero’s Journey 

into twelve stages: (1) Ordinary World; (2) Call to Adventure; (3) Refusal of the Call;      

(4) Meeting with the Mentor; (5) Crossing the First Threshold; (6) Tests, Allies, Enemies; 

(7) Approach to the Inmost Cave; (8) Ordeal; (9) Reward [Seizing the Sword];                

(10) The Road Back; (11) Resurrection; and (12) Return with the Elixir. Here Vogler 

explores the functions of the stages in terms of the hero’s development, highlighting the 

various challenges and characteristics unique to each part of the journey. He concludes 

the coverage of every stage with an interpretation of the corresponding steps in The 

Wizard of Oz (1939). In the book’s epilogue, he also applies his Hero’s Journey analysis 

to several more contemporary films, such as Pulp Fiction (1994) and Star Wars (1977), 
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effectively demonstrating the successful embodiment of the monomyth for the silver 

screen, and showcasing the benefits such an understanding of mythic structure can bring 

to an emerging screenwriter’s work. 

Whereas Vogler provides a conventional, easily digestible introduction to myth 

and the archetypes designed specifically for emerging storytellers, there are a growing 

number of post-Jungian texts that provide a far more sophisticated analysis of cinema and 

television that can further enhance a storyteller’s archetypal insight. A text such as  Jung 

and Film II – The Return (eds Hauke and Hockley, 2011) for example, does not shirk the 

complexity inherent in exploring the psyche and its images, and their representations on 

film. This text introduces the reader to a range of contributing authors, each one 

investigating a unique aspect of archetypal expression in and through the moving image. 

Take, for example, the intricate detail contributing author Lydia Lennihan provides in her 

analysis of the dark feminine in Darren Aronofsky’s The Wrestler. Lennihan’s 

description of how the film explores the main character’s inability to confront the pain 

associated with his feminine archetype (which leads to his ultimate failure to achieve a 

coniunctio of the masculine and feminine aspects of his psyche) demonstrates the 

complexity missing from a generalised conceptual framework such as that found in 

Vogler’s screenwriting text.  

In a similar fashion to Jung and Film II, Australian media studies academic Terrie 

Waddell gives a far more sophisticated exploration for audience, storyteller, and media 

analyst alike with her two texts Mis/takes (2006) and Wild/lives (2009). Drawing on 

Jungian and post-Jungian methodologies, Waddell unpacks a myriad of complex 

archetypal representations found in numerous outstanding examples of contemporary 
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screen drama (albeit none of them Australian), such as Mulholland Drive (2001), written 

and directed by David Lynch. She demonstrates an acute sense for pinpointing the 

constellations of the unconscious, and her insights are well supported by extensive 

research, with steady discourse between Jung’s Collected Works (1978), post-Jungian 

thinkers (such as James Hillman), and mythic traditions from various cultures and 

epochs. While her texts are not written specifically for filmmakers, I believe they are 

valuable to any screenwriter wanting a more thorough understanding of myth and the 

archetypes than what is offered in the industry’s most popular screenwriting manuals 

(such as those by Vogler and McKee). And although Jung and Campbell are foundational 

sources for my explorations of myth and the archetypes, they’re also unable to provide 

what Waddell provides—that is, an in-depth Jungian dialogue with modern cinematic and 

tele-visual texts.  

If McKee’s claims of a decline in story content have some validity then a reading 

and re-reading of Waddell’s texts should assist the aspiring screenwriter in bringing 

greater depth to one’s characters and character dynamics. I believe that Waddell’s texts 

have helped me become more familiar with the deeper conflicts of the psyche and the 

ways in which these conflicts can represent within the image systems of the unconscious 

and the television or cinema screen. Although I maintain that there are certain creative 

modalities (e.g., active imagination) that offer the best teaching of myth, Waddell’s 

meticulous observations of the archetypal in various cinema and television texts are 

nonetheless helpful. Her texts encourage a sophisticated way of seeing that, if developed 

by the screenwriter, must surely enhance one’s ability to create stories that resonate 

mythically with an audience.  
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Of particular importance to this exegesis is Waddell’s focus on the trickster 

archetype, which is commonly defined in terms of character, as “an unreflective joker, 

shape-shifter and (false) savior, with a dual nature, bestial and divine” (Hancock 2009, p. 

9). According to Waddell, trickster is expressed in culture, and within the individual, “as 

the transforming energy/figure initiating change by twisting accepted perceptions topsy-

turvy so that the bigger picture of a situation can come to the fore” (Waddell 2009, pp. 

xii-xiii). In Mis/takes, Waddell introduces to the reader the rich mythic legacy of trickster 

while addressing broader notions of archetype and myth. In her later text Wild/lives, 

Waddell concentrates entirely on “liminality” and “trickster inhabited spaces of 

transition” (2009, p. xi), a concept of great relevance to my Borderland story. Where 

Vogler barely scratches the surface with trickster, Waddell goes to great depths, 

unpacking the archetype’s myriad manifestations, tones, and effects. Wild/lives 

emphasises the trickster’s capacity for all-pervasiveness; referring to the seven screen 

examples used in her text, Waddell says of the trickster, “although occasionally 

personified through characters, this energy underpins the various layers of production and 

intertextual allusions” (2009, p. xi). This is a defining quality of trickster—one I would 

argue that Vogler fails to do justice to in his description of the archetype in The Writer’s 

Journey. However, as helpful as Waddell’s texts are, this quality is best understood or 

intuited through one’s own ‘encounters’ with trickster.  

The chapter Waddell devotes to the “pigs, whores and random acts of soiling” of 

Deadwood (a Home Box Office (HBO) drama series production, 2004–06) is a 

significant touchstone for the Borderland project. Upon reading this chapter (as well as 

chapter 1 of the same book), I felt as if my thematic yearnings for Borderland had been 
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both validated and well articulated. Discovering Wild/lives at the time I did was pivotal, 

for it enabled me to maintain belief in my themes, my vision and my abilities when I was 

struggling to communicate effectively to my supervisors the feeling that was in me. This 

feeling that I called “the twilight edge of consciousness” was gradually permeating 

through my screenplay and Wild/lives encouraged me to continue the thematic pursuit 

and trust in my own storytelling instincts. 

 Mindful of the above, the following exegesis reflects on my creative process 

specific to the time I’ve spent ‘getting acquainted’ with the archetypes, and reveals how I 

came to realise the importance and effectiveness of several modalities (meditation, 

hypnagogic immersion, archetypal dream work & active imagination) in pursuing stories 

with mythic resonance. Starting with Chapter 1 and my first short film project, Interview 

(2006), I will explore the beginnings of my developing creative process in which I 

encountered images and feelings emerging from the unconscious. In Chapter 2 I will 

discuss how my relationship with this ‘twilight’ process and its images continued to 

reveal more of itself with the development of my second short film project, The Weight of 

Sunken Treasure (2007). Lastly, in Chapter 3, I will examine the further deepening and 

unfolding of my creative process with my culminating screenwriting work: a feature-

length pilot script for the first episode of Borderland (2007–11), a serial drama written to 

a subscription television entertainment model. Here I will explore the four creative 

modalities that have enhanced Borderland’s mythic impulse, focusing specifically on the 

trickster archetype as the indicative example of my time spent ‘in the borderland’ 

engaging the archetypes. 
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CHAPTER 1 – Interview: Beginning the Writer’s Descent 

  

 In 2005 I decided to start writing short-film screenplays as part of my development 

to become a producer, director and all-round creator of dramatic content. It appeared to 

me as the obvious route if I was to be serious about any key creative role in the 

storytelling process. I would need to be able to develop, explore, articulate and 

communicate feelings and creative ideas, as Michael Rabiger suggests: 

 

Writing is a major part of the creative process in fiction filmmaking, and 

results are deeply affected by how you set about it. Anyone at all serious 

about directing should be writing all the time, for the act of writing is really 

the mind contemplating its own workings—and thus willfully transcending 

its own preliminary ideas and decisions (Rabiger 2003, p. 149). 

 

I needed to experience the trials and tribulations of writing, I needed to see filmmaking 

from the coalface, I needed to appreciate the very inception of the creative kernel, I 

needed to understand what goes on in the depths of a writer’s creative core. Everything 

grows from the writer’s original creation—it is the foundation on which everything 

stands. This was the process I needed to explore. 

 In 2005 I was accepted into a QPIX Writer’s Lab (QPIX is Queensland’s screen 

industry and development centre, funded by government film and television bodies 

Screen Queensland and Screen Australia), and mentored by AWGIE-nominated 

Australian screenwriter Robert Taylor (Muggers, 1999). As part of my submission I had 
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entered an early version of Interview (directed by Marty Moynihan, 2006), which 

involved the following storyline: A violent and mysterious crime has been committed and 

an amnesic suspect must search his mind for a recollection of events before he falls 

victim to his sadistic interrogators. I remember I conceived of the Interview story by 

placing all ideas within the following parameters: the majority of the story must take 

place at one location within one featureless room using minimal characters. I wanted it to 

be a real actor’s piece—performance-driven—with little emphasis on locations, sets and 

props. I wanted to create something that was dramatic and suspenseful, could be shot 

relatively quickly and easily, and be achieved on a shoestring budget. Because it was my 

first attempt at a short film, I did not have high expectations, and thus thought there was 

no need for it to be an expensive venture. Hence the face-off between three actors in a 

featureless police interview room.  

 I set about conjuring a story that would work under those conditions. The idea of 

a police interview lent itself to a suspense/crime-story plot and so I began contemplating 

the creation of a ‘Whodunnit’ with a twist in the tale. I had recently read and been 

inspired by Eckhart Tolle’s The Power of Now (2004), and so my thematic interests at the 

time hovered around ego-identity, consciousness, guilt, fear and other interesting aspects 

of the human condition. From a storytelling point of view, I was particularly interested in 

the circumstances by which Tolle experienced the insight that was to become the impetus 

for his book. In his introduction, Tolle recalls the feelings of deep loathing and the 

longing for annihilation that precipitated his transformation: 
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“I cannot live with myself any longer.” This was the thought that kept 

repeating itself in my mind. Then suddenly I became aware of what a 

peculiar thought it was. “Am I one or two? If I cannot live with myself, 

there must be two of me: the ‘I’ and the ‘self’ that ‘I’ cannot live with.” 

“Maybe,” I thought, “only one of them is real” (Tolle 2004, p. 4). 

 

In the context of what happened next for Tolle, I thought this personal anecdote was 

particularly powerful, and something that I highlighted as potentially useful for the 

development of a character, scene or story idea for a short film. I had always been drawn 

to those kinds of stories where the ‘self’ is the setting and the antagonists lie within. 

Remembering the line “I cannot live with myself”, I was also reminded of the film 

Vanilla Sky (2001)—which, in hindsight, had a much greater influence on Interview than 

I realised at the time. Tolle’s anecdote seemed to me a strong annotation to one particular 

scene in Vanilla Sky where the amnesic David Aimes character, living in a lucid dream 

(while his body remains cryogenically suspended), recalls for the first time the last 

moments of his real life. Disfigured and broken-hearted, David waves goodbye to himself 

in a mirror before overdosing on pills. It is a sad, strange, powerful stand-alone image 

that remained in my mind: a disfigured man waving goodbye to his own reflection.  

Perhaps this was Tolle’s “I” that the self cannot live with. The emotive scene gives way 

to David, still in his lucid dream, recalling in a stylised, ‘polaroid’ fashion the memories 

of the real life he had lived. This montage of images is accompanied by a stirring piece of 

music, Njósnavélin (2001) by Icelandic post-rock band Sigur Ros. This became one of 
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several pieces of music I would use as a meditative aid to lower myself into the world of 

Interview and tap into the spirit of the characters (Refer to CD for music). 

 As I developed Interview further, I decided where the story would take place. 

While I knew there was a police interview room, I needed to understand where that room 

was located and what the laws of nature were that governed it. I knew that my main 

character (whose covered, morgue-bound body I had already written into the first scene) 

was experiencing the police interview from outside his now completed life. Although I 

left the audience to ultimately decide what was happening it was important for me as the 

writer to settle on the logic and rules of the story world, to be sure of its plausibility. I had 

to ask the question McKee urges his screenwriting students to rigorously apply to their 

story design, “Do I believe this?” (McKee, in Fryer 2003, p. 8). Given that the main 

character has actually taken his own life I considered using an idea akin to Dante’s  

‘wood of the suicides’, with the police interview room acting as some sort of purgatorial 

bureaucracy that must be endured for the ‘crime’ of suicide (Alighieri 1851, p. 146). 

However, this did not sit comfortably with me; I wasn’t interested in triggering traditional 

Christian beliefs of the after-life nor did I want to convey sentiments of righteous 

judgment. While I was interested in exploring the psycho-spiritual ground of Tolle’s 

‘schismatic self’, I also wanted to pay attention to the seriousness of a literal reading of 

the main character’s suicide. I didn’t feel suicide was a topic to be framed by concepts of 

criminality, moral or otherwise, even though it is a damaging and sad ordeal for all 

involved. I did not want to evoke a moral judgment but I did want to explore what 

potentially could be felt if a person who had committed suicide was able to witness, in a 

sober state, the guilt, pain and sadness experienced after the deed is done. I didn’t want to 



- 32 - 

explore society’s judgment but rather the self-judgment that often leads to the act. I 

wanted to explore the possible forgiveness of one’s self for the act. I wanted to explore 

the idea of the self reaching a final state of non-judgment and unconditional love in terms 

of the act’s moral gravity. It was at this point that I made a more thorough investigation 

of the Buddhist concept of Bardo (a Tibetan word that translates literally to “transitional 

state” or “liminal state”), which I had become interested in some years earlier. 

 In the late nineties, I had an experience in which I am convinced my 

consciousness momentarily left my body. A few weeks before what I will call a peak 

‘event’, I had bought a meditation tape called The Practice of Contentment (1998) 

featuring the chanting of the Gyuto Monks of Tibet. The audiotape also featured a guided 

meditation called The “I” of Clear Perception. I tried guided meditation for the first time 

with this tape and had only repeated it five or six times in the weeks leading up to the 

event. On the night in question I was having trouble sleeping so I stayed up reading and 

writing and listening to music. Writing in the pre-dawn hours was a common practice for 

me at this time of my life, and still to this day I find the ‘witching hour’ a fertile time to 

develop creative ideas. I began to feel drowsy as the new day dawned and I can 

remember some tropical birds had just started to call as I lay down on my bed. Lying on 

my back, I had just closed my eyes, and was no longer fully awake but not yet asleep, 

when I felt a sensation of movement pass through the soles of my feet and out through the 

top of my head. A ‘wind’ was how I described the sensation then, and is still the only 

way I can describe it now. As the wind swept out the top of my head it seemed that I went 

with it. I was looking down at my body lying on the bed, and I was immediately 

euphoric. Afterwards, I was absolutely convinced I had experienced some kind of ‘in-
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between’ consciousness outside of my physical body. This experience, including the 

tremendous physiological effects that followed upon ‘waking’, has been like a ‘splinter in 

my mind’ ever since. It impacted on me in such a profound way that I cannot help but be 

curious about consciousness, perceptions of reality and other such things. I have no doubt 

this ‘splinter’ in some capacity motivates the thematic interests that motivate my want to 

tell stories and make films. At some point in my research after this event I stumbled 

across the Bardo Thodol (popularly known in the West as The Tibetan Book of the Dead 

2006), the ancient Buddhist text that would introduce me to the concept of Bardo. 

Although not taken from a traditional source, here is a description of Bardo, with some 

wording I found to be particularly helpful for articulating the Interview story: 

 

According to Tibetan tradition, after death and before one’s next birth, when 

one’s consciousness is not connected with a physical body, one experiences a 

variety of phenomena. These usually follow a particular sequence of 

degeneration from, just after death, the clearest experiences of reality of 

which one is spiritually capable, to terrifying hallucinations arising from the 

impulses of one’s previous unskilled actions (Webster’s Online Dictionary, 

2012). 

 

Integrating my own ‘twilight’ consciousness experience with this concept of Bardo, 

I created the following ‘world of the story’ for my main character: The interview room is 

a “terrifying hallucination arising from the impulses of previous unskilled actions” being 

experienced in the last throes of death consciousness as the mind-stream withdraws from 
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the body. Facing his own guilt-riddled, self-loathing projections, the protagonist’s last 

opportunity to overcome his fear and finally accept himself unconditionally is with the 

police interview. Although this explanation is not explicit for the audience it was 

important for me as a storyteller to have a strong understanding of the rules of the world I 

had created. As filmmaking is a collaborative process, I needed to be able to articulate the 

logic of the story to key creatives, and, if required, demonstrate an intimate knowledge in 

order to support or challenge any changes proposed by the director. 

 With the world of the story concretised, I still had to decide how to create a 

plausible link between the protagonist’s suicide and an imagined triple homicide. I had 

come up with a device to suggest implicitly that a suicide’s loved ones are inevitably his 

or her victims. Having witnessed the trauma of suicide in my own family, I know that it is 

very difficult for a parent to ever fully recover from losing a son or daughter in this way. 

It can be a near mortal blow. My protagonist is in police custody because he is suspected 

of killing a woman, a little boy and a little girl. He claims to be amnesic and has no 

memory of ever meeting the victims displayed in the case photos laid out in front of him. 

What the audience does not know at this point is that this is an elaborate attempt by the 

protagonist’s unconscious, in a state of Bardo, to bring into consciousness the suppressed 

guilt associated with abandoning his wife and children, and causing them emotional 

harm. Just as I had repeatedly played the Sigur Ros track to create a kind of emotive 

trance, I had also been playing the Audioslave tracks “Shadow on the Sun”, and 

“Exploder” (2002) to evoke a feeling of this internal struggle associated with the 

protagonist’s I/self split (Refer to CD for music and lyrics). Chris Cornell’s vocals and 

the specific lines “I saw him in the mirror” and “I shot him in the head, then I came to 
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realize I had killed myself” provided the missing pieces to the narrative puzzle. The 

means by which the protagonist kills himself had to be a method by which people kill 

other people. As violent as death by gunshot is, it was essential that the protagonist’s 

cause of death be in keeping with typical crime story convention—for example, it 

wouldn’t be a believable foil if the imagined victims were killed by carbon monoxide 

poisoning. Thus, the songs’ lyrics and mood, along with the mirror scene in Vanilla Sky, 

inspired key imagery that strengthened Interview’s plot, as well as providing a touchstone 

for the protagonist’s state of mind. Although inessential for the story on the page, there 

was a fourth music track that informed the back-story and helped me understand a 

question that the finished film would not answer: why did he do it? Even though it was 

not the focus of the narrative I still felt it was necessary to know the answer to this 

question, as these motivations would in some way influence his behaviour and the 

choices made by the main actors. I found the answer in the Pearl Jam track “Sleight of 

Hand” (2000), convinced that the line “He waves good-bye to himself” was an ideal 

accompaniment to the mirror scene from Vanilla Sky (Refer to CD for music and lyrics). 

 Throughout the writing of Interview, it became clear that music is a helpful 

writing aid for me. Sometimes a lyric offers the inspiration for an idea and sometimes the 

music itself triggers a more meditative process, where I take a deeper ‘plunge’ within (in 

the case of Interview, it was Njósnavélin that was used to this greatest effect). By using 

music to create a trance-like atmosphere in my work space, I am able to gather a set of 

creative coordinates and zero in, penetrating the depths of my own inner world to find 

some thread of theme, character, scene, mood, motivation or whatever it may be. There 

have been times when I have spent a day or two playing one piece of music over and over 
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again to induce a creative insight, and once I’ve emerged from the activity I’ve wondered 

if the neighbours might think me to be a bit crazy. I can take solace, though, from the 

great Australian director, Peter Weir, who, I discovered, uses music in a similar way: 

 

… (music) is very important to me in the development of each film. In the 

words of the poet Gwen Harwood, ‘Though words can never/contain, as 

music does, the unsayable/grace that cannot be defined/yet leaps like light 

from mind to mind.’ Much of the music I’ve used to inspire me, and at times 

to inspire the actors, has ended up in my films: Beethoven in Picnic, Richard 

Strauss in Year of Living Dangerously, Jean Michel Jarre in Gallopoli, 

Henryk Gorecki in Fearless (1993). I find music to be a key to the 

unconscious. It induces a meditative state that finally shows me the way to go 

(Weir, in Burton & Caputo 2002, p. 64). 

 

In hindsight I recognise that this almost-meditative use of music has instigated the 

exploration of the eros oriented creative modalities (eros in a Jungian sense) that have 

enabled me, the writer, to ‘descend’ into mythic territory. By delving into the 

unconscious in this way, I received a taste of the liminal, just as I had done, by chance, 

with my meditation practice years earlier. Although I wasn’t aware of it at the time of 

writing and producing Interview, the signs were there in process and in theme that I was 

seeking out this sense of ‘otherness’ in the psyche, this deeper presence that encapsulates 

the archetypes and forms the foundations of myth. The ‘in-between-ness’ feeling I 

associated with my ‘music trance’ and my earlier ‘out of body’ experience had crossed 
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over into the world of the Interview story and had clearly influenced the mood and tone 

of the finished film. This first foray into filmmaking had awoken a great thematic interest 

and indicated that there were indeed other modes of intelligence and creativity ready to 

be explored, which could further enhance my storytelling abilities. 
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CHAPTER 2 – The Weight of Sunken Treasure 

 

 Just as Interview led the audience into the strange state of Bardo, it also led me 

into obscure, unknown territory during its writing. This feeling of strangeness, which I 

associate with the descent into the unconscious, continued to unfold and express more of 

itself with the development of my second short film script, The Weight of Sunken 

Treasure (directed by Luke Mayze, 2007). And as will be demonstrated in this chapter, 

the more time I spent with my emergent ‘inner images’ in meditative introspection, the 

more I realised that the mythic descent of the hero or heroine can reflect, in some way, 

the writer’s journey into the unconscious. 

 

GONE FISHING 

 

 After finishing Interview, I looked to build on the momentum and prepare a script 

for the 2007 ‘Jumpstart’ funding round at the PFTC (the Pacific Film and Television 

Commission, Queensland’s state government film funding body, now called Screen 

Queensland).  I had several half-formed story ideas and several half-finished short film 

scripts but none of them gripped me as potential candidates for state funding. My desire 

to move to the next stepping stone along the state development pathway seemed to 

coincide with a want to explore an idea or a feeling of a missing woman, maybe 

somehow forgotten, disappeared, lost or unattainable. On several occasions I sat down 

with a blank page, calmed my mind, and trawled my imagination for that strong story 

idea to entice the right calibre of producer (as well as the $30, 000 in production funding 
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available through ‘Jumpstart’), and inevitably this feeling of the estranged feminine 

would emerge and manifest as a kind of tableau vivant in my imagination. A woman, 

drifting in dark watery depths, almost obscured from sight, and a man standing forlorn on 

a platform, with a pervading sense of lack and dissociation, while the feminine presence 

remains unnoticed below. The watery nature of this emergent imagery and the sensation 

of diving into the dark depths of the unconscious hinted at a metaphor used by American 

surrealist filmmaker David Lynch in Catching the Big Fish (2006), his book of musings 

on creativity and consciousness: 

 

Ideas are like fish. If you want to catch a little fish, you can stay in the 

shallow water. But if you want to catch the big fish, you’ve got to go 

deeper. Down deep, the fish are more powerful and more pure. They’re 

huge and abstract. And they’re very beautiful. Everything, anything that is a 

thing, comes up from the deepest level. Modern physics calls that level the 

Unified Field. The more your consciousness—your awareness—is 

expanded, the deeper you go toward this source, and the bigger the fish you 

can catch (2006, p. 1). 

 

 I found this to be an apt metaphor, as this feeling of depth and becoming aware of 

the ‘down below’ had also been accompanied by recurrent fish imagery in some of my 

‘big’ dreams. The potency of these dreams and my imagination’s preoccupation with 

deep water was indication enough that my unconscious wanted to be explored in this new 

story, just as it was with the writing of Interview. In Interview, the main character 
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David’s condition reflected this feeling of a foggy memory, of something lost, ignored or 

forgotten, some quality of relationship that can’t be recalled but all the same remains 

there lingering in the unconscious. And here I was again, with the germ of this new story 

(a missing woman) looking to explore a similar feeling of some essential thing that 

somewhere, sometime, slipped away and was now rendered mysterious and a little out of 

reach. At this point I began to entertain the thought that I was witnessing the emergence 

of a recurring, evolving, ever-deepening theme—one of those themes that rises up in you 

and presses on your organs until you pay it due attention. I also had the less desirable 

thought that I was incapable of coming up with a fresh idea and was therefore destined to 

regurgitate the same story and live with an array of not-too-dissimilar character 

incarnations forevermore. 

Although I couldn’t fully articulate it yet, I had certainly recognised as familiar 

the feeling and desire to explore the unconscious, both inwardly (through meditation, for 

example), and artistically, through narrative. This maturing dialogue with what was in 

one way a sense of lost-ness and estrangement did however lead me to consider if I was a 

writer who was mistaking his own therapy for a good story. I wanted to avoid the cliché, 

and not bore a potential audience with self-indulgent guff. As important as it is to 

acknowledge that many a good writer has become so out of effort to understand his or her 

own suffering, it’s also important to note that a writer must also be able to recognise self-

indulgence in their work. Borrowing a turn of phrase attributed to Norman Mailer, Robert 

McKee made the point at his Story seminar in Melbourne (19 June 2009) that “A writer 

has to learn how to smell their own shit”. Although it is difficult for a young writer to 

know where the line between self-indulgence and the poetic expression of a universal 
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experience is, I consider it a healthy sign to at least be aware of that binary tension and to 

cultivate some sensitivity towards it.  Ultimately, the only way to get a feel for that line is 

to write and write and send one’s work out into the world for a response.  

Just as I wanted to be mindful of self-indulgence, it was equally true that I wanted 

to avoid the possibility that I could treat these seemingly self-arising images and thought-

feelings solely as fuel for the creative fire and yet remain oblivious to some other hidden 

purpose that they might have, such as aiding my own psychic integration. Just as Lynch 

has suggested, I feel that engaging the depths of one’s unconscious eventually leads to far 

greater creativity. I also believe that to engage emergent images and thought-feelings 

merely as resources to be used externally for storytelling purposes is to remain in the 

“shallow water”. As a storyteller and filmmaker looking to understand the human 

condition, I suspect it is far more beneficial to see the creative process in its essence as a 

tool of individuation—that is, as an aid that is forever pushing towards self-knowledge. 

Any image, feeling, idea or theme that comes up from below must reflect in some 

capacity one’s own attitude to life. Therefore, to remain ignorant to this relationship, to 

deny these contents, ideas or themes, the difficult task of conscious, active introspection 

in one’s self is to deny an expansion of self-knowledge, of the other, of consciousness, 

and of one’s creative capacities. I am beginning to understand that in order to mine a 

theme one must also explore it in the self, in terms of its relationship to one’s life—it 

should not be perceived solely as a raw resource to be hastily pulped into a storytelling 

product. It might be best to say that to catch Lynch’s “big fish” (2006, p. 1), to coax 

content up from the depths and shape it into a story of high regard, requires a constant 

back-and-forth movement of inward and outward awareness—an awareness of how the 
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contents relate to one’s inner life and awareness of how the contents relate to an audience 

out there in the world. Genuine exploration of my personal unconscious and the 

collective unconscious (posited by Jung as “the ancestral heritage of possibilities of 

representation” and “the true basis of the individual psyche”) cannot but enhance my 

storytelling abilities (Jung, in Waddell 2006, p. 11). Similarly, my writing process, when 

used in the right way under the right conditions, can in turn assist with my self-

development.  

 Eager to differentiate between my own guff and unique, worthwhile storytelling, a 

curiosity naturally arose as to the origins of these emergent contents. The drifting woman 

tableau and the similar thought-feelings associated with the writing of Interview gave rise 

to the following questions: I wondered if this feeling of something lost, something not 

quite known, something drifting in the in-between was caused by some buried content, 

some memory, attitude or relationship from my own past? Or, more generally, could this 

feeling indicate a discordant relationship between the ego and the unconscious in my own 

psyche? Or maybe the feeling was an intuitive response to a similar annexing of the 

collective unconscious in the cultural life of the society I live in? Perhaps it was a 

combination of all three. Whatever the case, I was intrigued by the feeling and excited to 

see what else could be discovered by actively descending into it—such a downward 

movement might just unlock some of these answers and inspire the thematic content for 

many stories to come. Lewis Hyde, author of Trickster Makes This World (2008), uses  

an apt metaphor to describe the emergence of a lasting theme, and the value of exploring 

it over a lifetime: 
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In the coal fields of West Virginia there are abandoned mines—their 

entrances long closed, the nearby towns long impoverished—that have caught 

on fire. These fires are impossible to put out; slowly they burn through the 

seams of coal, thirty or forty years. How wonderful if the writer of a book 

should happen on a topic with such longevity! At times he’ll wish he’d picked 

some simpler theme, something he could stripmine in a season, or something 

that would flash up and die down in a matter of months so that he could 

publish and get on. Get on with what, though? Better to be enveloped in a 

matter that darkly feeds itself with hidden fires; better not to know fully 

where the veins of fascination lead, but to trust that they will slowly give up 

their heat in recompense for attention paid (2008, p. 90).  

 

Reading Hyde’s words, I wondered to what degree it was possible for process and theme 

to converge, or at least mirror each other. Entering the cave and descending into Hyde’s 

fiery mine, as I’ve experienced it, can be arduous, solitary, sometimes dangerous work 

where one may not always find what one is looking for. Is there some resonance, some 

common experience shared between the writer who pushes into deeper unconscious 

territory, and the hero of classic myth who pushes deep into the dark wood where the 

road is wholly lost and gone? In The Writer’s Journey, Vogler briefly explores this notion 

of the allegorical descent that I’d begun to perceive: 

 

The beauty of the Hero’s Journey model is that it not only describes a pattern 

in myths and fairy tales, but it’s also an accurate map of the territory one must 
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travel to become a writer or, for that matter, a human being. The Hero’s 

Journey and the Writer’s Journey are one and the same. Anyone setting out to 

write a story soon encounters all the tests, trials, ordeals, joys, and rewards of 

the Hero’s Journey. We meet all of its Shadows, Shapeshifters, Mentors, 

Tricksters, and Threshold Guardians in the interior landscape. Writing is an 

often perilous journey inward to probe the depths of one’s soul and bring 

back the Elixir of experience—a good story (2007, p. 293). 

 

THE WOMAN IN THE WATER 

 

 Joseph Campbell liked to highlight the relationship between the dreams of the 

individual and the myths of a society by saying, “myth is the public dream and the dream 

is the private myth” (Campbell, Flowers & Moyers 1988, p. 48). My own experience of 

the unconscious, in dreams for example, is that it does share certain characteristics with 

myth. The unconscious speaks to us in symbols, and, by spending time in dialogue with 

it, whether through dream, active imagination, meditation, etc., we can begin to imbibe 

more of its language and understand a little more of how the psyche is constellated. Myth 

reflects this constellation. I wonder how much the experience, or more accurately, the 

amorphous quality of the experience of the writer’s descent, directly influence the 

metaphors that emerged for my own stories. Is this feeling of a distant, foggy memory or 

relationship with a feminine presence a metaphor for what is felt when one steers their 

awareness down into murky depths and discovers an estranged unconscious? Is this 

mysterious feminine presence a symbol of some deeper intelligence wanting 
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consciousness and the unconscious to know each other? Could this feeling that has arisen 

with the making of Interview and the drifting woman tableau be a general symptom of the 

downward movement of the writer’s descent—that is, the movement away from normal 

consciousness towards an underworld of imagination, and the shadow of one’s own 

psyche? Perhaps this quality or nature or characteristic feeling points to the anima - what 

Jung suggested to be a feminine ‘intermediary’ in the male psyche: 

 

It is she [the anima] who communicates the images of the unconscious to 

the conscious mind, and that is what I chiefly valued her for. For decades I 

always turned to the anima when I felt that my emotional behaviour was 

disturbed, and that something had been constellated in the unconscious 

(1973, p. 212). 

 

 In an effort to get closer to answering these questions, I continued using the 

‘drifting woman’ tableau as a meditative tool, delving deeper into the dominant thought-

feeling of the missing feminine. As I did with Interview I also used a particular music 

track to aid this contemplative process. “When It’s Cold I’d Like to Die” (1995) by 

American electronica musician Moby enhanced the tableau; musically, it evoked a sense 

of a drifting, slow-moving space or consciousness, and lyrically it suggested an estranged 

relationship where one is lost and drifting from an ‘other’ in a metaphoric ocean (refer to 

CD for music and lyrics). 

 With the continued use of these contemplative aids, I teased out fragments of 

scenes, most of which would never be realised on film, but that nonetheless instigated 
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further thoughts and imaginings. Eventually the backbone of a story emerged around 

which I could develop a workable script. After completing a first draft, I felt quietly 

confident that I had the makings of a strong short film. With that confidence I looked to 

the upcoming funding deadlines for short film production at the PFTC. The ‘Jumpstart’ 

initiative (phased out shortly after The Weight of Sunken Treasure) was asking for scripts 

and creative teams, and was offering $30,000 to assist production. Even though I fulfilled 

the role of writer/producer for Interview I opted against that dual role for The Weight of 

Sunken Treasure. I instead decided that I should seek out a producer with previous PFTC 

history in order to maximise my chances of advancing quickly onto the next stepping-

stone along the writer’s development pathway. To progress from a QPIX production to 

securing a PFTC production at the very next opportunity (within a few months of 

finishing Interview) I saw as a worthwhile strategy for generating interest from the local 

industry and building some momentum for my vocation. 

 The version of the Weight of Sunken Treasure script that I sent out to prospective 

producers was very different to the version that ended up being the final film. The early 

version continued in a similar vein to Interview where most of the story action takes place 

in psychic ‘space’—within the hallucinations and memories of an old widower, haunted 

by the disappearance of his fiancée many years before. After stalking his own memories 

of his marriage proposal to her and violently accosting his younger self for failing to keep 

her safe, the old man throws himself off a jetty into the sea. He drifts to the bottom but is 

rescued by a nearby fisherman. After being revived on board a long boat, the old man 

(Michael) experiences one last vision featuring the love of his life Isabella: 
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20. EXT. LONGBOAT. DAY 
 
Isabella leans down to a younger version of Michael lying drenched 
and wide-eyed on the floor of the longboat. She places her soft cheek 
next to his and whispers into his ear. 
 

 
ISABELLA 

   I am everywhere. 
 
21. EXT. LONGBOAT.  DAY 
 
A drenched and wide-eyed old man Michael looks up at the fisherman 
who hovers over him. 
 
The old man stares beyond the gentle-faced fisherman towards the sky. 

 

 This early version was attempting to explore the following: the ongoing projection 

of the feminine onto his vanished lover limited Michael’s ability to forge a relationship 

with his own feminine aspect, achieve some sort of union of opposites in his own psyche 

and thereby experience that same love he had for his fiancée in the very essence of life 

(not necessarily personified in a new partner). While Michael continued to identify the 

feminine with estrangement and separation (that is, his longing for his missing lover), he 

would remain incomplete, unable to truly open himself to love from another woman or 

from life itself. In this original version, he is released from this suffering by film’s end. 

This was the main thematic drive of the Weight of Sunken Treasure story; this was the 

dominant thought-feeling I could perceive in the depths of my body; this was the drifting 

woman in the tableau almost lost and forgotten in the foggy waters; this was the neutrino, 

the creative kernel, the original spark from which all my writing activity for this story had 

sprung. To give this up, I thought, would be to kill my inspiration. Little did I know that 

at a later stage I would have to do just that. 
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 The missing woman was a potent figure for me; perhaps she represents the 

relationship I forged with the feminine as a child, based on my experiences with my 

mother and another woman at that time. Or perhaps it runs deeper still and is 

representative of those feminine qualities (feminine in a Jungian sense), such as intuition, 

that our culture suppresses in children (girls and boys) from an early age. Perhaps the 

intelligence of my unconscious beckons me with such images, to re-establish connection 

with that natural, instinctive feminine aspect that has been hidden away for so long. I 

have a feeling this is felt on some level by many men and women in our society, and this 

condition, in part, fuels our intrigue with stories, real and not real, involving the 

mysterious disappearance of women. The situation of a missing girl or woman may 

resonate deeply in our society, shaking the archetypal ground beneath us. Perhaps the 

missing girl/woman in part reminds us of our concealed sense of failure and neglect, and 

the buried guilt associated with not protecting and nurturing the life-giving feminine. At 

the very least, I know I experience some deep response, some mythic registering, when I 

hear of such situations. I spent most of my childhood growing up in Ipswich, and I can 

still remember the effect the disappearance of Sharron Phillips had on the town. I can still 

recall the headlines on the front page of the local paper. I can remember the vivid 

imagery of the mannequin on the side of the Ipswich motorway, and the police divers 

searching a pond near the old army barracks. I can remember the pall her disappearance 

cast over the town; the feeling of dark mystery was palpable. I remember being both 

scared and intrigued by the question, “What happened to that poor girl?” 
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PRODUCTION AND LESSONS LEARNT 

 

It wasn’t too long after sending out the Weight of Sunken Treasure script and 

proposal that I started to hear from interested producers. Of those, Simon Toy from 

Ignition Films appeared the most sure-minded and professional. He liked the script, he 

already had a talented director in mind and he was adamant that we could get the 

Jumpstart funding. Given that he had already produced several PFTC short films, I was 

inclined to share his sense of enthusiasm and belief. 

 We met up to discuss the possibility of working together and to talk about the 

script. From the way he talked, I felt that he could organise and deliver a successful 

production. That was not an issue. When it came to the script, however, I quickly realised 

that he was not interested in some of my original thematic intentions. Or perhaps those 

elements I was particularly interested in just made for a soppy tone and I, as the all-

consumed writer, ‘couldn’t see the forest for the trees’. Either way, there were 

compromises that would need to be made. The premise, elements of the plot, and the 

clever narrative devices all appealed to Simon but my thematic impulse did not; he did 

not like the direction the script took in the second half—it was too esoteric. It was plain 

to me that I had to make a decision, and quickly, if I wasn’t to lose the opportunity of 

getting a screen credit on a PFTC-funded film. Should I uphold the sanctity of my 

‘magnum-opus-to-be’ and walk, or should I be willing to open myself up to an uncertain 

writing collaboration? I’d never been in the situation before where I had to write to 

include someone else’s ideas. Would I be leading an adulterous double life, cheating on 

my original script? Could the collaboration with Simon actually lead to some storytelling 
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magic? Would this process feel like I was picking the tasty morsels off the dead carcass 

of my original idea only to create some abominable hybrid powered by some of Simon’s 

own ideas? It was a total unknown and yet in a moment I could see it clearly. I could see 

the great learning opportunity that was in front of me, and I could also see the smallness 

of the situation—this was just a short-film script, not a feature screenplay worthy of a 

Palme d’ Or. I thought to myself: Jump off, let go, and don’t be so precious about your 

story. And, like that, I relinquished ownership and was free to bend to the will of the 

Weight of Sunken Treasure production. Simon and I had agreed to work together. 

 What began as a liberating decision to ‘let go’ of the script soon turned to a slow, 

strenuous process of changing the story to suit the vision of Simon and the director Luke 

Mayze. There were moments early on where I felt like I was ‘gutting’ the story, taking 

the characters and the plot and ghostwriting them into another project. And even though I 

was willing to let go, I found it difficult at times to understand Simon and Luke’s ideas 

for some of the bigger choices for the narrative. For example, with the new version of the 

script I was adamant that the woman’s (now called Mary) disappearance should be a total 

mystery and remain so—the story should never really solve whether Mary drowned or 

was abducted or got on a bus to Yabby Creek. For me this was pivotal. Conversely, 

Simon and Luke argued for an obvious abduction, as can be seen in the finished film. To 

my reckoning, the truth of her disappearance was another story. Furthermore, I felt that a 

complete and utter mystery laced with the subtle suggestion of abduction or drowning 

would add more dramatic potency to the protagonist’s eventual catharsis (which would in 

part involve a letting go of the ‘not knowing’). I also thought Mary’s fate should remain a 

mystery for the audience because the story’s believability could be compromised if an 
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abduction was fully played out, in broad daylight on a jetty. This particular concern was 

re-iterated in a script assessment made by Matthew Dabner (a seasoned script editor 

appointed by the PFTC), and validated I believe by the treatment of Mary’s 

disappearance in the finished film, which I felt played out like an over-the-top, ‘along 

came a spider’ cliché.  

 A conversation early on in the re-drafting process first made me ponder the 

importance that should be placed on the development of one’s ability to ‘intuit’ creative 

compatibility. I had written a yabby pump into the opening scene, where an ‘old salt’ 

fisherman discovers the remnants of an engagement ring while plunging a sand bar for 

bait. This inclusion triggered a short discussion at a script meeting in which I was asked 

what a yabby pump was. I thought using a yabby pump was a novel way for a ring to be 

discovered but once I explained what it was, the idea was quashed without much more of 

a consideration. While a yabby pump is by no means a common household item for most 

Australians, it has become a light-hearted symbol for me—a reminder of just how 

different people’s life experiences can be, and how establishing a relationship with people 

before you enter into a creative partnership is vitally important if you are to give a 

collaboration its best chance of success.  

 In the aftermath of The Weight of Sunken Treasure production, it was evident that 

I’d put myself in the precarious position of pushing the narrative into some territory that 

had little to do with my original inspiration. I then became stuck, trying to come up with 

ways of improving story elements that weren’t my own, that I didn’t always warm to. 

And the nature of the project was such that I couldn’t get my own way all the time. I was 

an emerging writer with only one produced QPIX script to my name and this PFTC-
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funded production was a great opportunity, so I had to write what was required if I 

wanted the production experience and the PFTC credit. In fact, there were even a number 

of occasions where I struggled with certain scenes and my producer took the script away 

and rewrote parts himself. This wasn’t really an issue for me, and at times it offered some 

relief, but it did take a little getting used to. Simon was professional and easy to work 

with; it was more that I’d never been in that type of writing relationship before—it was 

an entirely new experience to have someone essentially co-write my script. It also 

introduced me to the reality of screenwriting as a career; my hard-fought words are 

subject to change. A producer or director or anyone else that may outrank me in a 

project’s particular filmmaking hierarchy can change or discard my words and ideas 

without compromise if that’s what the project requires. This is the necessary industry 

reality. I imagined that this type of scenario could only get easier to endure over the 

length of a career, that is, if the changing or discarding of one’s words and ideas by 

another always leads to a better story and film. 

Even though I can now see that I had a differing creative sensibility to the team I 

chose to work with, I found the experience of working with Simon to be nonetheless 

enjoyable. And, although The Weight of Sunken Treasure wasn’t quite the perfect union 

in a creative sense, I still learned a considerable amount from observing its producer. 

Simon was confident, professional and fought hard for his vision (as was demonstrated 

with his doggedness at the one production meeting I went to with the PFTC) and most of 

the production values achieved on the final film were extremely high even if the story 

didn’t really work. I remember walking out of the first screening at a local cinema being 

impressed and thinking, “If only we got the story right!” The final film was an indication 
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that Simon is a talented feature producer in-waiting; waiting to produce the right story 

with the right treatment. I hope he makes it happen. 

 Although it had been my choice to move away from my original thematic 

motivation for the story and pursue a collaboration with Simon and Luke, I could not 

ignore the effects such a retreat had on my ability to write well. I know I enjoy exploring 

certain themes, and I know I enjoy exploring these themes by developing them in a deep, 

reflective, almost meditative way. From my experience with The Weight of Sunken 

Treasure, I now know that my writing suffers if I move away from this fundamental 

enjoyment, if I give up too much of my thematic inspiration—because that is where the 

spark, the enthusiasm, comes from; it comes from that basic curiosity and yearning I have 

to penetrate mysterious frontiers. If I’m not feeling that on some level, there is a good 

chance that the story I am working on will be conflicted.  

I also realised that I had a lot to learn before I could be a high-output industry 

writer, should I want to take that route. I found it difficult to write exactly what Simon 

and Luke were after, and to produce quality work quickly. It also became clear to me that 

I didn’t want to be solely a writer, let alone a versatile ‘gun-for-hire’. I realised I was not 

yet skillful enough, nor did I have the constitution, to fit somewhere into that gamut, to 

make a living from writing alone. Through this experience, I became assured that my 

ambition with writing extends beyond writing itself—I write out of curiosity for 

particular themes, and that curiosity I must explore to the end whether it be as producer, 

director, show-runner or some similar role. I’ve realised that writing is not my ‘ends’, but 

a ‘means’ to creating myths that I can see through to their full expression on the big and 

small screen. In the words of Jacquelin Perske (award-winning writer/producer of Love 
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My Way, 2004– 07), “It makes total sense to me that a writer/creator should produce” 

(Perske, in Greaves 2011, p. 73). In this respect, learning to write myth is just one part of 

the journey. 

 In hindsight, the experience of writing The Weight of Sunken Treasure and 

collaborating with another producer and director indicated that I hadn’t yet established a 

firm understanding and confidence with my own themes. I was still feeling my way. I 

was unable to articulate and talk with authority to the depth and complexity of my 

emergent mythic content. I was still learning about the images that were rising up and 

taking shape in my inner world and I couldn’t be sure at that time of developing The 

Weight of Sunken Treasure where exactly the process was leading me. I was like the 

mythic hero, in the very beginnings of my writer’s journey—I’d traversed the threshold 

of consciousness and entered into “a dream landscape of curiously fluid, ambiguous 

forms”, but I was still in the midst of a series of trials (Campbell, in Cousineau 2003, p. 

19). After the completion of The Weight of Sunken Treasure, the time had come to look 

again to the next trial that would instigate a deepening exploration of my mythic content, 

and also help cultivate a far more self-assured approach to working in the industry, and to 

developing relationships with future collaborators. It was time to develop a long-form 

drama script. 
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CHAPTER 3 – Borderland 

 

 With the production of The Weight of Sunken Treasure finishing up in the latter 

half of 2007, I turned my creative attention to my major project. My initial intention for 

undertaking post-graduate study at the Griffith Film School had been to write and direct 

some short films while also developing a feature-length screenplay. I had now written 

and produced short films and felt, given the right conditions, I would be able to make my 

first attempt at directing a professional short film. Writing short films was coming more 

easily to me and ideas that I considered strong were emerging on a regular basis, so I was 

confident that the right short film script would eventually present itself to me over the 

remaining period of my candidature. What I wasn’t so confident about was developing a 

long-form dramatic screenplay. In terms of my writing, it was the obvious next step. I had 

toyed with several feature ideas and attempted some three-page outlines (one page per 

act) but nothing I came up with was convincing enough. With these attempts at a simple 

industry document, I began to fathom the quantum leap required to move from the short 

film script to the feature length script. I was suddenly confronted by the reality of 

character development in the long form, even though I had ‘consumed’ characters in 

feature films all of my life. It seemed foolish that I had never genuinely considered how 

much work was involved; I had skipped through a pixie land of short film to suddenly 

stumble into an adult world of feature length storytelling. As McKee noted at his 

Melbourne Story seminar (19 June 2009), “The greatest misunderstanding of beginners 

and outsiders is how much f#$*ing work it is to write a [feature] screenplay”. Feeling 

dismayed, I couldn’t help but wonder how many more times I would find myself here, 
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underestimating all that I don’t know about filmmaking and then entertaining the 

possibility that my ambition may just as likely be self-delusion. It’s precisely at these 

moments of doubt when myth becomes a great comfort, and when I must remember the 

alternative view Vogler suggests—that this is the nature of the filmmaker’s journey, and 

it involves the unknown path, the ‘road of trials’ that the heroes of classic myth faced. It 

was time to persevere and take the next step—time to develop characters with real depth 

and dimension for a long-form screen journey. 

 My supervisors were not as enthused as I was with the three feature ideas I 

proposed to them, encouraging me instead to develop another one of my concepts 

Penance, which they believed to be a stronger foundation for a long form story. Penance 

was a short film script that I first drafted in a QPIX Screenwriters’ Lab in 2005, with the 

motivation being to create a story that, like Interview before it, could be shot in one 

setting with two actors at minimal expense. Penance was a ‘western’ of sorts, set in the 

late 1800s in Australia, with the following storyline: A young man lies in an open coffin 

in a small country church. A priest waits in a dark confession booth and is soon 

confronted by a police trooper. The trooper boasts of killing the man in the coffin on 

account of his homosexuality, and accuses the priest of similar ‘crimes’. A gunfight 

ensues. I eventually let go of the need to see one of my feature concepts developed and 

soon embraced my supervisors’ suggestion even though there were still aspects that 

troubled me about the Penance script. Although I was intrigued by the idea of mixing the 

elements of homophobia, religious bigotry and colonialism into an Australian ‘western’ 

setting, I had never felt completely comfortable with the script’s overall treatment of 

what was serious subject matter. And even with some substantial revisions in response, I 
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still felt like the script read a little too shallowly and sensationally for my liking. I knew 

that this feeling would have to be fully honoured and appeased before I could 

wholeheartedly embrace Penance as a longer form narrative. At this point, I decided, it 

was time to seek out some inspiration.  

 Not long after I had developed the first draft of Penance in the QPIX lab, the 

feature film Brokeback Mountain (2005) was released at cinemas. Having now decided to 

consider Penance as a longer form project I regarded it as essential research to finally see 

the Oscar-winning film. It did not disappoint. Director Ang Lee demonstrated exactly 

how to deal with a similar clash of elements – with great sensitivity and humanity. It’s a 

rare film that can put you in the shoes of someone ‘alien’, raise your empathy to new 

levels and allow you to consider your own prejudice. It was storytelling at its best. After 

seeing Brokeback Mountain, I felt like my concerns for Penance were vindicated and I 

was glad I hadn’t rushed in to shooting the short film script as it was. I also decided that 

the original short film story wasn’t one I wanted to expand on in terms of exploring 

homophobia—this wasn’t my story to tell, at least in the detail required for it to be at the 

forefront of a feature film. So I moved on from that as a focus and instead looked to 

develop the young priest character of ‘Byrne’, as a young Irish convict whose inner world 

might be a little more familiar to my own. Little did I know that this mystery trail leading 

into my “interior landscape” would open out into Borderland, a challenging writing 

endeavour that would result in a pilot screenplay and the storyline for a 10 x one-hour 

serial drama. 

 For a long time it felt like I’d committed myself to something too ambitious in 

making the leap from writing short film scripts to developing a long-form story for 



- 58 - 

television. I had started out with the intention of taking the characters from Penance and 

expanding on them for a cinematic feature film but after an extended period of stalled 

progress with its development, my associate supervisor Charlie Strachan (a writer and 

script editor with extensive experience working in the Australian and New Zealand 

television industries) suggested that I might want to consider turning Penance into a pilot 

script for TV instead. I eventually chose the television option—firstly because I was 

desperate to get things moving, secondly because I mistakenly assumed it would be easier 

to achieve, and thirdly because some of the most impressive storytelling I had seen during 

my candidature to that point was a ‘Western’ drama series from HBO (one of the 

subscription television networks based in the US), named Deadwood. Deadwood 

provided the perfect encouragement for my own vision, and it was indeed “a timely 

reminder of the enduring possibilities within the medium of television” (Hookham & 

Maclennan 2005, p. 156). This series, and later The Wire (2002–08) and Generation Kill 

(2008), as products of HBO’s entertainment model, came to be influential in helping me 

choose the television format for Borderland, even though there was little evidence at the 

time that anything like HBO’s high-end drama production could be achieved within the 

Australian television industry. 

 I began developing my pilot script with my basic character Byrne, a thirty-

something Irish convict who, before he’d been shipped away to Van Diemen’s Land, had 

been a young Catholic priest. I also had the settings and period in mind—Ireland, and the 

eastern settlements and interior of Australia, all the way from Tasmania up through the 

gold fields of Victoria to Sydney Town, around the 1850s. And I had the tableau—the 

chapel shoot-out scene between an earlier incarnation of Byrne and a Sergeant trooper 
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from the Penance short film script. I had these first few ingredients with which to build a 

meaningful story for a HBO-style television audience. But I was still yet to articulate 

what Borderland was really going to be about. What was its thematic thrust? It was time 

to go underground mining again with Hyde, time to go deepwater fishing with Lynch, 

time to descend back into the unconscious.  

 

MEETING THE ARCHETYPES 

  

 Dictionary.com defines ‘Archetype’ as “(in Jungian psychology) a collectively 

inherited unconscious idea, pattern of thought, image, etc., universally present in 

individual psyches” (Archetype 2012). The Archive for Research in Archetypal 

Symbolism (ARAS, an online database of approximately 17,000 mythological, ritualistic, 

and symbolic images from all over the world and from all epochs of human history), calls 

on the following explanation of  ‘Archetype’: 

 

‘Archetype’ defies simple definition. The word derives from a Greek 

compound of arche and tupos. Arche or ‘first principle’ points to the creative  

source, which cannot be represented or seen directly. Tupos, or ‘impression’, 

refers to any one of the numerous manifestations of the ‘first principle’ 

(Henderson 1997).       

 

Jung stressed that ‘archetype’ was not to be misunderstood as meaning a concrete 

mythological image, motif or manifestation. Rather, an archetype should be conceived as 
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“an inherited tendency of the human mind to form representations of mythological motifs 

– representations that vary a great deal without losing their basic pattern” (Jung 1990, p. 

108). These representations, or indeed expressions, are not only informed by that deeper 

layer of the human psyche Jung referred to as the collective unconscious, but also “reflect 

the conscious experiences of the person as a subject in history, culture and time” 

(Rowland in Hancock 2009, p. 7). 

 My meeting with these “representations” has formed a major part of my creative 

process in developing Interview, The Weight of Sunken Treasure and Borderland. As I’ve 

progressed through these productions I’ve been able to move beyond an application of 

archetype that’s limited to the domain of character (which is often fitting for short film) 

to an understanding of archetype as a presence capable of permeating an entire narrative. 

Just like the “dream landscape of curiously fluid, ambiguous forms” (Campbell 1968, p. 

97) that the mythic hero enters on his journey, the mythic screen narrative can also take 

on a sense of fluidity—the archetypes can infiltrate all the layers of the story and take on 

an ‘enchanting’ quality. This broadened understanding has come about as a result of 

having encountered the archetypes not just as concepts formed or expounded by the 

intellect but also as energies and ‘events’ within my own body. I have experienced them 

as independent, self-arising, and sometimes somatic elements of the deep psyche, often 

when engaged in a modality that enables ego-boundaries to be loosened and for what is 

unconscious to interact on some level with what is conscious. Through various modalities 

I have engaged the archetypal and have also felt the tumult and seeming dismemberment 

that can sometimes accompany such an undertaking. Despite this volatility, I have 

remained encouraged by the process, and feel as if I have been acquiring a ‘bodily’ 
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understanding of these autochthonic elements that are fundamental to myth. Feeling what 

I’ve felt, I now consider this ‘meeting with the archetypes’ to be a worthy, perhaps even 

necessary, beginning for mythic story creation, before engaging in the conceptual and 

analytical dimensions of the screenwriting craft. I’ve discovered that if I want to create 

stories with meaning, heart, and some kind of emotional and psychological resonance, I 

need to be more than just clever - I need to engage these deeper faculties that exist within 

me. Plato, I believe, hints at this point of difference in referring to the poet’s process: 

 

If a man comes to the door of poetry untouched by the madness of the Muses, 

believing that technique alone will make him a good poet, he and his sane 

compositions never meet perfection, but are utterly eclipsed by the 

performances of the inspired madman (Plato, in Jamison 1994, p. 51). 

 

 In terms of my screenwriting, it has been these four modalities that have enabled 

me to access something of this “muse” state, tap into the mythic realm of the 

unconscious, and get at Borderland’s significant thematic intentions: 

 

• Meditation 

• Hypnagogic immersion 

• Archetypal dream work 

• Active imagination / the ‘twilight’ state 
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MYTH CAUTION 

 

 Undoubtedly, the development and application of these creative modalities has 

enabled a far richer understanding of the archetypes than what I’ve garnered through 

storytelling and screenwriting texts alone. But before exploring how this perspective has 

come about with the development of Borderland, I must first give due attention to the 

potential inherent risks concerning these modalities. Some of the ‘inner’ phenomena I’ve 

experienced during my time undertaking this project have seemed to impart insight and 

learning, some have appeared quite fantastic, and others have been volatile and 

unsettling. Some of my practices have felt risky because of how they have affected me 

mentally, emotionally and physically, and although it is unclear to me what the more 

devastating reactions could possibly be I’ve nonetheless learned to exercise caution. My 

‘twilight’ process (discussed later in chapter), for example, is essentially a form of trance 

that involves the loosening of ego boundaries; who could predict exactly how the mind-

body might react if one remains ‘submerged’ in this state for too long? It’s a mysterious 

frontier. Whether it be with my ‘twilight’ process or another creative modality or just 

some run-of-the-mill reflection on the deeper workings of a story, I’ve realised it’s a 

necessary, healthy practice to regularly ‘come up for air’ and re-acquaint myself with a 

stimulating, conscious world. I found a fitting description of the kind of balance and 

judgment required for such creative undertakings, in a text entitled Journeys into Chaos, 

which explores the life and poetry of Walt Whitman (1819–92), author of Leaves of 

Grass (1855): 
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By means of linguistic symbolization Whitman moved between the internal 

and external worlds, each world informing and enriching the other; 

Whitman’s ability to move back and forth afforded protection against the 

dangers of remaining too long in either world. The nature of these dangers is 

clear: to remain too long in the internal world is to risk madness; to avoid the 

interior altogether is to forego any hope of integrating the two worlds and to 

be dependent on external whim and circumstance (Black 1975, p. 43). 

 

I’ve more than once had the feeling that these kinds of interaction with the unconscious 

can be quite seductive and intriguing and tempt one away from living life fully in the 

daily social sphere. I am sure there are storytelling explorers who have gone before me 

who’ve retreated forever into the womb of the unconscious. This is the challenge for me 

as a writer and storyteller who is interested thematically in the underworld of the 

unconscious—I must not indulge it but rather use it for the purposes of conscious creation 

and growth. I know that too much time spent ‘down there’ for the purposes of myth-

making could lead me to identify too much with that world. Just as with the hero in 

Campbell’s mythic round, it is essential that I return to the field of consciousness and 

integrate what I have learned from my experiences in the underworld, and share the boon 

with my community. After all, in community and in relationship is where the best of life 

is lived. If the following description is accurate, the example of Australian novelist 

Patrick White (1912–90) should serve as a warning to the emerging storyteller working in 

the mythic depths of the unconscious: 
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The split between ego and the unconscious is not merely his ‘theme’, his 

moral concern, but also his personal suffering and emotional burden… There 

is a morbid, dark streak in White’s character, a preference for entrapment in 

the unconscious above creative dialogue between upper and lower worlds. 

White is a pioneer who, like Theseus in Greek mythology, journeyed into the 

lower realm and grew fast to the rocks. He escaped the bondage of the super-

ego and social convention only to fall into a new, stranger, less tangible form 

of psychological imprisonment (Tacey 1988, p. xvii). 

 

Jung, speaking of the processes one experiences once attention is paid to the forgotten 

elements of the psyche, hints at the strangeness and uncertainty I have experienced while 

delving deep into Borderland: “the unsuspecting modern gets into paths trodden from 

time immemorial—the via sancta... He will think and feel things that seem strange to 

him, not to say unpleasant” (Jung, in Chodorow 1997, p.134). Jung is describing here the 

mood of the mythic descent, the mood that accompanies an interaction with the 

archetypes. He elaborates further the risk involved with such intense inner experiences: 

 

… it must constantly be borne in mind that the constellation of archetypal 

images and fantasies is not in itself pathological. The pathological element 

only reveals itself in the way the individual reacts to them and how he 

interprets them. The characteristic feature of a pathological reaction is, 

above all identification with the archetype. This produces a sort of inflation 

and possession by the emergent contents, so that they pour out in a torrent 
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which no therapy can stop... identification with the unconscious brings a 

weakening of consciousness, and herein lies the danger (Jung, in Chodorow 

1997, p. 135). 

 

So too, analyst Katherine Sanford, in referring to Jung and Barbara Hannah’s 

explorations of active imagination, stresses the following: 

  

[The process] is not for everyone, for such a direct confrontation with the 

unconscious is not without its perils. Without some acquaintance with the 

personal unconscious and the shadow side of the personality, the ego is not 

really on secure ground, and one needs a strong ego in order to confront the 

amoral forces within the collective unconscious (2006, p. 129). 

  

 Thus, it seems imperative that the writer moving into this territory must also 

develop ways of keeping a sure footing with everyday life in the world. Given that there 

is no longer any culturally sanctioned tradition to guide a person through this mythic 

process, the writer must be especially vigilant in maintaining a healthy sense of self in the 

“upper world” while undergoing his or her own descent into the unknown.  

 

MEDITATION 

 

I believe that medidation is integral to my creativity, although it may appear on the 

surface to have little connection with the realities of storytelling. As a filmmaker, I am 
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not alone in this belief. Writer/director David Lynch, as a practitioner of Transcendental 

Meditation (introduced by Maharishi Mahesh Yogi), has devoted himself to advocating 

the positive effects it can have on one’s life and creativity. If, as McKee suggests, “Self-

knowledge is the key” to screenwriting, then perhaps Lynch’s description of his own 

meditation practice is in some way testimony to the potential my own practice has for 

cultivating an understanding of the underpinnings of myth: 

 

“Know thy Self.” Well, how? You don’t know yourself by looking in the 

mirror. You don’t know yourself by sitting down and having a talk with 

yourself. But it’s there, within, within, within. Transcendental Meditation is a 

simple, easy, effortless technique that allows any human being to dive within, 

to experience subtler levels of mind and intellect, and to enter this ocean of 

pure consciousness, the Unified Field—the Self. It’s not the intellectual 

understanding of the field but the experiencing of it that does everything. You 

dive within, and by experiencing this field of pure consciousness, you enliven 

it; you unfold it; it grows (2006, p. 48). 

 

The style of meditation I have utilised during my candidature is based on the Vipassana 

technique attributed to Guatama Buddha. While this technique does not promote 

visualisations or the use of the imagination it nonetheless enables a practitioner the 

opportunity to gain insight into the psyche, and to explore the depths of consciousness. 

Although the benefits may not appear to apply directly to one’s screenwriting craft, I 

have found that this Vipassana technique can, given ample time, create the conditions by 
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which mythic insights can emerge autonomously. During my candidature I undertook an 

intensive ten-day Vipassana meditation retreat that confirmed for me the benefits of such 

a practice for any emerging screenwriter who wants to create myths. There is not a great 

deal that can be said of these benefits except to note that they are received as experiences 

rather than as conceptual skills or competences. A meditation practice such as Vipassana 

provides the opportunity for a storyteller to observe and experience the depth quality of 

consciousness. Over time, I have been able to perceive a distinct feeling of and 

appreciation for the vast ‘substratum’ from which our consciousness arises. In mythic 

terms I’ve been able to experience something of the underworld, I’ve been able to 

experience the substantial depth from which waking life manifests. As well as attuning to 

this feeling of psychic depth as a reality, my Vipassana meditation practice has also 

allowed me the opportunity to harness and cultivate the mind’s ability for focused 

awareness. This has enabled me to experience new levels of awareness in terms of the 

‘contents’ that occupy the ‘psychic space’ that is the mind-body. By observing sensation 

and feeling on and in the body I’ve been able to experience and witness its ‘aliveness’ in 

subtler and subtler ways. And, focusing my attention and bringing sentience to areas of 

the body that had never been felt before has provided me with an important insight—just 

as I can refine my focus to achieve subtle levels of awareness with the purely physical, so 

too I can penetrate to some degree the psychic ‘contents’ inhabiting the body. Perhaps 

this is the ‘psychoid level’ proposed by Jung, “located in the depths of the unconscious” 

and functioning as “a kind of transformative interface between psyche and matter” 

(Chodorow 1991, p. 44). Whatever the case, this witnessing has brought with it a greater 

understanding of both the forces at work in our mind-bodies, and the mythic dimensions 
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of human life that play out in the social sphere. I have no doubt, for example, that there is 

a causal link between my maintaining concerted inward attention on ‘dense’ areas of my 

body, and certain archetypal dreams that have occurred—dreams that have over time 

provided insight into the ‘drama’ of my own existence. In other words, I am certain that 

this type of meditative practice can help to stimulate insights into the archetypes and the 

ways in which they constellate in the psyche and in the world.  

 

HYPNAGOGIC IMMERSION 

 

 Another modality I have made use of, which can also present itself during 

meditation, is hypnagogic immersion. Hypnagogia refers to the intermediate state 

between wakefulness and sleep in which autonomous visual and auditory experiences 

have been known to occur (Mavromatis 2010, p. 3). By becoming aware of this state and 

developing a relaxed attentiveness towards it I have been able to cultivate its regular 

occurrence and access it with relative ease. I’ve found that maintaining a calm awareness 

on the brink of sleep is key to experiencing this phenomenon. The more I have been able 

to develop this ability to hover between wakefulness and sleep, the more responsive the 

modality has become in terms of the content it reveals. My practice is now at a point 

where I can regularly instigate a hypnagogic immersion as long as I am in relatively 

quiet, dark surrounds. This state has enabled me the opportunity to observe a process of 

the mind that gives the appearance of happening outside of the “I” I normally take myself 

to be. Being fully aware of my state I am able to witness contents, images and symbols 

that rise and fall as if from the deep unconscious. Sometimes, rather than appearing as 
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nonsensical, the contents of my hypnagogic process seem to elicit some kind of insight or 

understanding regarding the archetypes and the nature of the psyche. I do believe this 

activity also stimulates archetypal dreams, and what Jung called the mythopoeic 

imagination—the result being a greater intuitive understanding of myth. 

 What follows is a description of one of my more striking hypnagogic encounters 

that offered some insight into the unconscious as a grand repository of knowledge: Lying 

in bed in complete darkness with my eyes closed I entered into a completely relaxed 

state. Although weary I remained subtly attentive, to avoid falling asleep. As per usual, 

mist-like waves of concentric purple annuli began to appear in my ‘mind’s eye’ and drift 

towards a distant centre. As one wave reduced, another appeared and followed the same 

movement. Several minutes later the waves dissipated and a luminous purple image 

emerged in the ‘mist’. It appeared to be an ancient book with geometric diagrams, written 

in an unknown script. The top page lifted up and floated off, disappearing into a purple 

haze. A second page was revealed and it too peeled off to reveal another, and then 

another. The writing and the imagery were vividly luminous and the minute detail was 

incredible. This impressive display and the captivating feeling that “I” was not 

responsible for it soon heightened my awareness. This was enough to bring me back into 

full wakefulness, and I immediately understood what the image had communicated – this 

ancient book was “a symbol of the knowledge actually contained in the implicate world 

of the collective unconscious” (Sabina, in Sandner & Wong 1997, p. 57). It was letting 

me know that there is a storehouse of knowledge contained deep within me, and deep 

within us all.  
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 As this example suggests, hypnagogic imagery can be quite fantastic and 

imaginative, and provide great inspiration for storytelling ideas. Here the great American 

storyteller Edgar Allen Poe (author of The Raven, 1845) describes his own hypnagogic 

content as: 

 

…a class of fancies, of exquisite delicacy, which are thoughts: they seem to 

me rather psychal than intellectual. They arise in the soul… only at its epochs 

of most intense tranquility… and at those mere points in time where the 

confines of the waking world blend with those of the world of dreams. I am 

aware of these ‘fancies’ only when I am on the very brink of sleep, with the 

consciousness that I am so (Poe, in Mavromatis 2010, p. 4). 

 

I believe that exercising this ability leads to greater creative capacities in full 

wakefulness. Since this practice of hypnagogic immersion has become a regular part of 

my life (I induce it on a near nightly basis), I’ve become much more potent in my ability 

to generate creative ideas.  As suggested below, I do believe a causal link exists between 

the fostering of this modality and enhanced creativity: 

 

… comparisons with creativity have shown that hypnagogia may additionally 

provide access to unconscious material and to novel conceptualizations… 

[hypnagogia] promotes exactly those attributes which are generally taken to 

be characteristic of the creative personality, namely, spontaneity, 

effortlessness, expressiveness, innocence, a lack of fear for the uncertain, 
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ambiguous, or unknown, and an ability to tolerate bipolarity and to integrate 

opposites (Mavromatis 2010, pp. 273-274). 

 

ARCHETYPAL DREAM WORK 

 

 Archetypal dreams are another modality that form a significant part of my mythic 

‘education’. Perhaps it has been because of the integration of these other modalities that I 

have experienced many archetypal dreams during my candidature. Their quality and 

frequency I believe is also the result of having maintained a dream diary for several years 

previously. Some time before I wrote and produced Interview, I commenced the practice 

of recording my dreams with both written words and sketches. I discovered with this 

method that two things gradually started to happen—firstly, I began to understand the 

language of dreams, and secondly, my dreams became more and more articulate in their 

symbolism. It was as if they responded enthusiastically to my paying them attention. As 

the dream experiences became stronger and more elaborate, and as I read more of Jung’s 

and Campbell’s research, I realised that my dreams were, among other things, giving me 

insight into the foundations of myth. Anthony Stevens, author of Private Myths: Dreams 

and Dreaming (1995) describes here the relationship between our dreams and the 

archetypes: 

 

Anthropology, psychiatry, neurology, and depth psychology all provide 

valuable insights into the ways in which our personal realities are influenced 

by a deeper archetypal reality. Jung referred to this deeper reality as ‘the two 
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million-year-old Self’ and saw it as implicated in everything we do, say, or 

think. Nowhere does this primordial survivor reveal itself more vividly than 

in our dreams… Every night we enter a mythic realm, a dark, primordial 

labyrinth, inhabited by the gods and ghosts of our ancestors, and glean from 

them some of the ancient wisdom of our kind (1995, p. 4). 

 

If I have a dream that I feel has some archetypal resonance I will first portray the various 

scenes, symbols or dynamic in what I like to call a tableau vivant. With pastel crayons 

and a large sketchbook I try to capture the psychic condition, attitude or character the 

dream scenes represent. Once I have done this, I then record the dream with the written 

word making sure to be as descriptive as possible (e.g., transcribing dream dialogue and 

other auditory content). Once all this has been captured, I can begin a more in-depth 

contemplation of the dream’s contents and create the conditions to imbibe further insights 

into myth, the archetypes and of course, myself. Rather than indulging in too much 

critical analysis of these dreams, I prefer to use their imagery as a starting point for 

engaging the ‘active imagination’ modality (discussed later in chapter) in its various 

forms, e.g., my ‘twilight’ state specific to my myth-making process. 

 An example of how dream work has enhanced my understanding of the 

archetypes and informed the development of my pilot screenplay can be seen with the 

presence of the mysterious children that appear within the vicinity of the Byrne character 

as the episode one storyline unfolds. The following is from the end of the thirty-third 

scene where the children first appear: 
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Byrne remains frozen behind the tree.  
 

MURPHY 
    Come now, you can’t hide forever. 
    Draw out the timid wild one. 
 
Byrne darts through the forest. He takes a fall that sends a loud crashing 
sound up into the canopy. The fall leads him to a well-concealed hiding spot 
in the giant roots of a tree.  
 
Murphy continues stalking slowly, his ears pricked to the nighttime silence.  
 

MURPHY 
    I know why you’re familiar! It 
    was that glint of destiny in your 
    eyes—some part of you knew I’d 
    be the one to kill you. 
 
Byrne nestles into his hiding spot and Murphy continues trawling the dark.  
 
A number of phantom, blank-faced, malnourished Irish children appear 
around an unaware Byrne and his hideaway, just standing there in the forest. 
They wait and watch with calm, receptive eyes.  
 
One of the children, a particularly large-eyed boy, stands at the forefront.  
 

MURPHY (O.S) 
    You can’t deny me.  

 

For a number of years before and during my candidature I was having vivid dreams in 

which a boy character (whose appearance emulated that of a classmate from my first few 

years at school) would appear by my side, and simply observe the action of the dream 

world as it unfolded. After recording and drawing a few of these dreams, I started to 

understand the significance of this character, and consequently new dreams began to 

articulate with greater clarity the meanings associated with him. I began to feel the sense 

of innocence and vulnerability that accompanied this child character and also came to 

understand him as a witnessing guide, instructing me to pay attention to the time in my 
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past from whence he came. There was a subtly haunting aspect to this dream figure, as he 

never spoke, yet was a presence that often ghosted my own dream character.  After these 

rich interactions with this ‘child’ enigma, I felt like I understood a little of the child 

archetype, which is a recurring motif in myth. I came away from this experience with a 

sense that the child, as an image used by the dreaming psyche, can symbolise “all that is 

abandoned and exposed and at the same time divinely powerful” (Jung, in Hancock 2009, 

p. 9). After translating elements of my own experience with the ‘child’ archetype into the 

pilot story for Borderland, I was surprised to discover how well my understanding of it 

correlated with the interpretations from Jung, Campbell, and other similar thinkers. In her 

text The Child That Haunts Us (2009), Jungian literary theorist Susan Hancock, features a 

table (see Figure 2) that depicts the different appearances of the child motif, which 

accurately describes the dynamic I created for episode one, involving the emergence of 

the blank-faced Irish children. The ghostly children emerge in the first episode as 

abandoned sufferers yet over the remainder of the series they will guide Byrne to a 

reckoning with his own past and point him to his higher nature. In the immediate sense, 

they are also connected to the outbreak of trickster energy (personified by Murphy, who 

also embodies elements of the shadow archetype). It is Murphy as trickster messenger 

who breaks the hermetic seal between the conscious and unconscious, and allows for the 

rushing forth of contents connected to the past (hence, the children beside the fast-

flowing stream)—the children have been ushered into the borderland of the psyche and 

will now have to be acknowledged by ego-consciousness, that is, the hero Byrne. In 

addition to this association with trickster, the children are also partnered with Charlie the  
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Figure 2: Appearances of the child motif 
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trapper, who provides ‘supernatural’ aid and authority to Byrne, thereby acting as the 

bookend to the children’s first appearance. 

 

ACTIVE IMAGINATION / ‘TWILIGHT’ STATE 

 

When pondering the creation of a story, my common experience has been that the 

most creative and exciting content emerges when “I” have little to do with the process—

when I’ve quieted the mind, relaxed the intellect and have ceased trying to think my way 

through to an outcome. As I draw my awareness deeper into what I like to call my 

‘twilight’ state, I can often touch on different energies and feelings in my own body, and 

keep my meditative attention on them. With enough concentration, some kind of 

exchange often takes place whereby an insight or image will eventually emerge for a 

particular element of the story I am focusing on. This passive ‘twilight’ approach is in 

some ways similar to the “free writing” method used by some novelists upon waking—

“the first stage in the process is to get as close to your unconscious as possible and to find 

out what’s going on in your imagination before your super-ego, or inner critic, has woken 

up and begun to take control” (Potter 1990, p. 202). Here is another accurate description 

of the initial phase of my ‘twilight’ state (when first engaging emergent images), taken 

from a passage describing the nebulous phase of poetry creation: 

 

The production of poetry, in its first stage, is less an active than a passive 

and involuntary process; and if I were obliged, not to define poetry, but to 
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name the class of things to which it belongs, I should call it a secretion 

(Housman 1933, p. 49).  

 

 The latter phase of my ‘twilight’ state, in which these emergent images or affects 

are used, is well described by the method Jung coined as active imagination. In her book 

that describes the creation of her sixty-two archetypal paintings, Jungian analyst 

Katherine Sanford explains Jung’s active imagination technique in the following manner: 

 

The term active imagination implies an active and conscious dialogue 

between the ego and the unconscious images or affects that become activated 

in the psyche, breaking into and disturbing ego consciousness… active 

imagination is an effective way to relate one’s limited ego consciousness to 

that storehouse of unconscious information, making it accessible to the ego’s 

domain. The technique for active imagination, whether visual or auditory, is 

being able to let things happen… and then after taking just enough note of 

what happened or what was said – entering the scene or conversation actively 

oneself (2006, p. 128-9). 

 

In the text Jung on Active Imagination, co-author and editor Joan Chodorow discusses 

active imagination, and draws reference to Jung’s comments about Edward Maitland, the 

biographer of nineteenth-century anti-vivisection campaigner and clairvoyant Anna 

Kingsford. Jung writes of Maitland, “he had discovered that when reflecting on an idea, 

related ideas became visible, so to speak, in a long series apparently reaching back to 
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their source” (Jung, in Chodorow 1997, p. 80). Jung quotes the following passage from 

Maitland: 

 

I was absolutely without knowledge or expectation when I yielded to the 

impulse to make the attempt. I simply experimented on a faculty… being 

seated at my writing-table the while in order to record the results as they 

came, and resolved to retain my hold on my outer and circumferential 

consciousness, no matter how far towards my inner and central consciousness 

I might go. For I knew not whether I should be able to regain the former if I 

once quitted my hold of it, or to recollect the facts of the experience. At 

length I achieved my object, though only by a strong effort, the tension 

occasioned by the endeavour to keep both extremes of the consciousness in 

view at once being very great (Maitland, in Chodorow 1997, pp. 80-81). 

 

 This describes in some part my own process. Starting with a basic feeling, idea or 

image, and sometimes aided by a specific piece of music, I lower into some kind of 

trance, with my eyes often closed while remaining subtly cognisant of the outside world. 

I keep my focus on the feeling and seem to delve deeper and deeper into it, until an image 

or tableau emerges. Once in that space I can often continue with the focus, and those 

images will reveal more and develop the dynamics for a scene. There seems to be this 

tension that Maitland speaks of, threading the link between consciousness of the external 

environment and a meditative concentration on the inner world. Here is an account of this 
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active imagination or ‘twilight’ process applied to my early work on the pilot script for 

Borderland:  

 

 I had heard a track called “What Else Is There?” (by Norwegian musicians  

Royksopp, 2005) at a friend’s house and the storyteller in me responded immediately. 

The mood of the music, the strange quality in the voice of the female vocalist, and the 

enchanted lyrics all combined to create some kind of haunting, gothic quality that 

immediately drew me into mythic territory. “This artist is really touching on something,” 

I thought, “This is where I want Borderland to go; this is the feeling I want to explore in 

an Australian bush setting.” When next at my writing desk, I searched Youtube and 

watched the film clip for the song. It expounded even more this feeling of the twilight 

edge of consciousness, this feeling of a world where dream and waking reality have 

merged (refer to CD for music, lyrics and film clip). I played the track repeatedly, 

spending most of the day with my eyes closed lowering into the feeling, and what 

emerged for my main character Byrne was this state of being lost or removed from 

something essential, of being cut adrift from something vital. From these insights, two 

significant images surfaced. One image, possibly suggestive of several shots in the 

Royksopp video, depicted a misty forest and a mysterious lurking presence. The other 

image featured two distant figures shining reflective shards of broken mirror glass at each 

other. Maintaining the ‘dialogue’ with these images they eventually coalesced into an 

opening scene that would introduce the character Byrne. With What Else Is There? on 

constant replay I sketched out the following: 
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EXT. GRASSLANDS, VAN DIEMEN'S LAND - DAY  
 
The breeze gently blows across a field running through a wide valley. The 
sway of the sun-washed grass imitates the gentle rolling of waves in a golden 
sea. 
  
A flock of sheep spread out and follow the feed in all directions.  
 
TOM BYRNE, a 34-year-old Irishman, sits against the trunk of a nearby tree 
at the edge of a woodland. He quietly naps.  
 
A diamond-shaped shard of light dances across his torso and face for a 
moment until it settles on his eyelids.  
 
DAMIEN, a fellow shepherd, looks at Byrne off in the distance and angles a 
small piece of mirrored glass at him.  
 
Byrne's eyes eventually flicker open. He shies his head away from the intense 
light before standing up and looking down the valley. He grins momentarily.  
 
He pulls a small piece of mirror from his pocket and looks at it, as it reflects 
a fragment of his face. He holds it up to the light and flashes it back at 
Damien.  
 
Damien waves Byrne over, signaling for him to come down the gently sloping 
field to meet him.  
 
Byrne slouches a canvas water bag over his shoulder and with some lethargy 
heads down.  
 
While Byrne makes his way, Damien crouches down and scouts a Tasmanian 
Tiger prowling on the edge of the woodland off in the distance.  
 
Byrne arrives and Damien points.  
 

 
DAMIEN 

I told ya—there she is. 
 

Both men fix their eyes on the far off predator. 
 

BYRNE 
You weren't crying wolf. 

 
DAMIEN 

No. She's a tiger she is. 
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THEMES REFLECTED 

I woke up the morning after this very productive ‘twilight’ session still in pursuit of 

whatever that feeling or quality was that I perceived in the artist’s voice and music. I 

researched Royksopp and found that the female vocalist was a guest artist and not a 

regular band member. Her name is Karin Dreijer Andersson, an acclaimed Swedish 

musician, who had, at the time of my research, just released her first album for her solo 

project Fever Ray (2009). I searched Youtube again and came across her film clip for “If 

I Had a Heart” (refer to CD for music, lyrics and film clip). I was dumbfounded. The 

music hinted at a rhythmic Native American chant—something I imagined accompanying 

a shamanic trip into some mythic underworld. The lyrics hinted at a feeling of perennial 

lack, and of being half alive. The film clip itself provided me with an uncanny reminder 

that I was indeed tapping into the creative stream and pursuing a feeling or a theme that 

wanted to be explored. Not a day earlier, Dreijer Andersson’s voice helped me conjure 

the tableau of two isolated shepherds, communicating with each other by means of 

broken mirror shards. My jaw dropped when I listened to her own song (as Fever Ray) 

for the first time and witnessed the film clip scene as it developed at the forty-sixth-

second mark. Two totemic beings stand on a riverbank and use broken shards of mirror to 

reflect light into the eyes of several children as they pass by in a canoe moving across 

dark, fog-laden waters. This was quite mesmerising, and the film clip as a whole was 

equally astounding. It seemed to capture something of the gothic twilight aesthetic that I 

envisaged for Borderland. The film clip’s short narrative also articulated in a hauntingly 

beautiful way the central theme I wanted Borderland to explore: that is, when an 

individual or society loses its relationship with the transpersonal dimensions of the 
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psyche, the wasteland eventuates. The Fever Ray clip continues following the two 

totemic beings and a dog, as they walk in and around an opulent mansion. There is a large 

empty swimming pool full of the lifeless bodies of party guests who lie face down as if 

they were fish without their water, perhaps indicating their lack or loss of connection to 

the unconscious realm, ‘the water of life’. Inside the mansion there are more lifeless 

guests lying on the ground, while a great library, antique furniture, statues of wild things 

and conquerors, and deer antler trophies adorn the interior. There appears to be a 

deliberate juxtaposition between the dead or lifeless party guests and conquered nature, 

which is now rendered ornamental. One of the totemic beings stands halfway down a set 

of descending stairs and silently looks on at this scene. The being acts as psychopomp (a 

leader or guide of souls), with its calm observing presence urging us to pay attention to 

what is before our eyes. Seeing the clip for the first time, it became clear to me that this 

central theme that I wanted to explore was most definitely a variant representation of my 

actual method of exploring. The central theme of Borderland is essentially an expression 

of my creative modus operandi—that is, my ‘twilight’ or liminal modalities that engage 

with archetypal contents, and inform the creation of mythic story. This is reflected and 

enacted in metaphoric form, with a journey that reconnects the hero with the instinctual 

powers of the underworld, thus saving him from the ‘wasteland of the soul’.  

 Byrne’s reconnection to the instinctual powers of the underworld occurs as his 

socially ordained role and identity of priest is given up in exchange for a naturally arising 

initiation into shaman-hood—a process of transformation that takes place over the 

duration of the series’ ten episodes. In his youth, Byrne is sent to an Irish Catholic 

seminary and is inculcated with the doctrine of the church. His instinctual life is 
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suppressed and his natural shamanic potentialities for ‘seeing’ and ‘healing’ are 

sabotaged. It is not until years later after his brother’s tragic death, and his own traumatic 

deportation to Van Diemen’s Land as a convict, that Byrne’s descent into the underworld 

truly begins. Here Joseph Campbell explains the shaman and the descent as follows: 

 

The shaman is the person, male or female, who in his late childhood or early 

youth has an overwhelming psychological experience that turns him totally 

inward. It’s a kind of schizophrenic crack-up. The whole unconscious opens 

up, and the shaman falls into it. This shaman experience has been described 

many, many times. It occurs all the way from Siberia right through the 

Americas down to Tierra del Fuego (Campbell, Flowers & Moyers 1988, p. 

86). 

 

Byrne’s real tragedy is that when he was undergoing this kind of ordeal in his youth, he 

was not in a position to experience it fully. Not being able to make sense of it himself, 

and with no ‘living’ shamanic tradition or mentor or guiding hand to help him through it, 

the growth and realisation of his true shamanic nature was thwarted. Instead, the 

oppressive control of the seminary led to Byrne’s suppression of and disassociation from 

that very natural part of himself, and to years of harbouring unconscious guilt, shame and 

self-loathing for being such a ‘strange’ individual. Nietzche’s words echo Byrne’s 

psychic dilemma at this point, “Be careful, lest in casting out the devils you cast out the 

best thing that’s in you” (Nietzche in Campbell, Flowers & Moyers 1988, p. 110). It’s not 

till years later when he is a convict shepherd on the grasslands of Van Diemen’s Land 
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that this “kind of schizophrenic crack-up” of the shaman’s ordeal is visited upon Byrne 

for a second time. It is here that the Borderland pilot episode begins, and it is here that 

the tensions between the learned ‘priest’ self and the natural ‘shaman’ self begin to 

schism and bleed out into the cognised surroundings of the Australian bush. Campbell 

gives an apt description of the difference between priest and shaman, and to what is 

essentially Byrne’s journey of self-realisation:  

 

There’s a major difference, as I see it, between a shaman and a priest. A priest 

is a functionary of a social sort. The society worships certain deities in a 

certain way, and the priest becomes ordained as a functionary to carry out that 

ritual. The deity to whom he is devoted is a deity that was there before he 

came along. But the shaman’s powers are symbolized in his own familiars, 

deities of his own personal experience. His authority comes out of a 

psychological experience, not a social ordination (Campbell, Flowers & 

Moyers 1988, p. 99). 

 

The combination of being cast into the alien Australian wilderness and ending up on the 

wrong side of both the law and the lawless creates the required psychic pressure for 

Byrne’s socially ordained mask to crack and disintegrate and for his ‘familiars’ to emerge 

and interact with him. The pilot episode covers the initial eruption of unconscious 

contents and the inciting incident (that is, the reliving of his brother’s execution via the 

witnessing of a convict hanging) that triggers Byrne’s descent over the course of ten 

episodes. As Byrne’s journey progresses the seemingly bizarre and chaotic interactions 
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with strange characters and surreal surroundings begin to make more sense and over time 

he comes to understand that the underworld (the unconscious), far from being malevolent, 

has an unparalleled intelligence and wisdom that can serve as a boon for the brave 

traveler. I can’t help but consider here that the comparison Campbell draws between the 

shaman and the priest can provide some insight into the knowledge and skill required to 

successfully develop a mythic story for the screen. Taken as metaphor I see the priest’s 

approach and the shaman’s way as equally valid and necessary to an emerging 

storyteller’s progress. The emerging storyteller as a functionary of the industry imbibes 

the culture and learns all the conventions and craft—that is, all “that was there before he 

came along” (Campbell, Flowers & Moyers 1988, p. 99). This is the priest’s method, and 

is for the most part a rational process. Then there is the shaman’s way—if the emerging 

storyteller wants to move out beyond the limitations of convention and create mythic 

stories for his or her times, then deeper processes must be engaged. The emerging 

screenwriter must tap into deeper imaginal modes and come face to face with the “deities 

of his own personal experience” (Campbell, Flowers & Moyers 1988, p. 99). This way 

the screenwriter can understand in an intimate way the structure and flow of myth, and 

create stories based on an “authority [that] comes out of a psychological experience, not a 

social ordination” (Campbell, Flowers & Moyers 1988, p. 99). After all, a screenwriter 

who wants to explore the mythic terrain of the psyche must inevitably make his own 

descent. Just as Campbell says of the hero, the myth-maker “must ‘descend’ to re-

establish connection with the infrahuman” (Campbell 1968, p. 319). 
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RELAX… LISTEN 

 

 Although I’d already had strong interactions with Borderland’s raw themes and 

had started to build upon the tableaux of the original chapel shoot-out and the opening 

shepherd scenes, I struggled for a time to piece together anything resembling a fluent 

narrative. Things didn’t appear to be happening fast enough for me and I started to feel 

the pressure of the deadline. Panic started to compound the situation. I understood the 

mythic intent of Borderland, characters were emerging, feelings were taking shape as 

visuals, but I didn’t understand that this was indeed a different way of creating story that 

required a far more patient approach. In hindsight, I recognise that I needed to relax and 

let the arising content express itself in its own time, in a ‘stream of consciousness’ kind of 

way, and record my experiences using the most unobtrusive means—whether that be by 

sketching, cartooning, scrap-booking, doodling, etc. I just needed to draw out the images 

and express the dynamics of the feelings, energies and characters with whatever visual 

form worked best for the given moment. I needed to take the long view for this project— 

that is, something akin to these observations offered by poet Rainer Marie Rilke: 

 

For the artist there is no counting or tallying up; just ripening like the tree 

which does not force its sap and stands confident in the storms of spring 

without the fear that after them may come no summer. It does come. But it 

comes only to the patient, who are there as though eternity lay before them, 

so unconcernedly still and wide (1993, p. 30). 
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Instead of being relaxed and patient with the task, I was immediately trying to shape into 

script form whatever came up, as I was anxious to produce some tangible sign of 

progress. I realise now that this process of crafting such contents into choice screenplay 

words involves the critical mind and is best undertaken later on, when my body has made 

it obvious to do so. If I ever again feel such inner resistance to the writing task I will 

know I’m pressing up against something that requires me to do a lot more exploring, 

rather than rushing the story. Unfortunately, I was anxious in these early stages of 

Borderland and was forcing the writing before the ‘conversation’ was over, effectively 

cutting off the deeper processes of story creation. McKee describes the dysfunctional 

process that I’d found myself in: “Writing from the outside in—writing dialogue in 

search of scenes, writing scenes in search of story—is the least creative method” (1999, 

p. 417, original emphasis). At this point of my candidature, what I needed to do was limit 

my writing to the story outline in order to give my characters and plot the time and space 

required to grow and evolve. 

 Having engaged the unconscious with these various modalities, I had entered into 

a dialogue over which I had limited control. Looking back, I can now recognise that I 

wasn’t going to be the one deciding when to finish this myth—the raw energies that 

welled up inside me and came bursting through were clearly not interested in any of my 

university schedules or career deadlines. Yet, at the time, I was subduing what was 

surfacing by trying to force immediate screenwriting results. I can now see and 

understand that, in terms of the creation of myth, the stage of the process that I was 

experiencing was an all-important one: I had made contact with the ‘ancient storehouse’ 

and it was slowly revealing its insights. At the time, however, it seemed overwhelming 
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and I thought I was struggling to be creative; I entertained the possibility that I might not 

be suited to storytelling and screenwriting, when, in fact, I was undergoing an amazingly 

rich, imaginative process, albeit volatile and seemingly alien. I just needed to relax and 

see the truth of it—that what I was doing, witnessing and recording, however disparate in 

a narrative sense, was capital ‘R’ research for me, the mythic writer. I’d come in contact 

with les grandes lignes de la nature—I was in liminal ‘space’ with the archetypes and 

they were making themselves known to me on a bodily, experiential level. 

 
 
TRICKSTER RISING 
 

 There is no better example of the strangeness and volatility experienced during 

my ‘writer’s descent’ than what I encountered in cultivating Borderland’s trickster 

presence. I believe it is essential for the writer wanting to explore mythic depths to 

develop “a duplicity of mind that hears two modes at once” (Hillman, in Cremen 

Davidson 2012, p. 1) — and it is precisely a ‘meeting with’ trickster energy that allows 

this to happen. It is the trickster who provides a “hermeneutic ear that listens-through” 

and cultivates a “consciousness of the borders” (Hillman, in Cremen Davidson 2012, p. 

1). As an emerging screenwriter searching for the mythic within the Borderland story, 

I’ve consequently encountered the trickster as both process and theme. 

 By moving deeper into Byrne’s ‘wasteland’ world and keeping my inward focus 

on that ‘space’, new tableaux emerged that highlighted his ‘soul loss’. A strong sense of 

separation had welled up inside me again, and expressed itself through the image of 

Byrne, eyes downcast, witnessing the hanging of his brother. I used Johnny Cash’s cover 

of Trent Reznor’s song “Hurt” (2002) to further develop this feeling that pervades Byrne 
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at the start of his journey (refer to CD for song and lyrics). It is indeed interesting that this 

imagery (which now features in the opening scene for the pilot script) and this strong 

feeling of separation correspond with the initial phase of Joseph Campbell’s mythic 

round, “separation-initiation-return” (Campbell 1968, p. 30), and anthropologist Arnold 

van Gennep’s traditional rites of passage model, “separation-transition/liminal-

reincorporation” (van Gennep, in Waddell 2009, p. xi). The presence of this ‘mood’ of 

separation was not deliberately intended but seemed to arise naturally whenever I entered 

into the ‘twilight’ state. Could it be that a separation ‘experience’ is part of the pathology 

of such an inward exploration, and is subsequently woven into the fabric of myth? I am 

persuaded to think so. 

 Piece by piece, images such as the one mentioned above began to coalesce, 

providing the beginnings for plotlines and more characters. After gaining a little 

momentum with various scenes, this feeling of separation seemed to give way to a 

strange, more volatile, energy that rose up forcefully in my body. Over the following 

months, I was filled with this combustible desire to laugh at and lampoon the world and 

my place in it—I suddenly wanted to explore the illusion, the humour, and the folly that 

is inherent in much of our human suffering. This energy was mercurial, it didn’t care 

about appearances and it had the potential for recklessness. Its palpability was such that I 

considered it possible I was encountering trickster energy in my own body. This powerful 

feeling as well as several of the distinctly paradoxical ‘big’ dreams I had at this time were 

proof enough for me that I was gaining some insight into the psyche’s trickster 

tendencies. Here, Lewis Hyde gives a part definition of trickster, which, in some ways, 

concurs with my own understanding: 
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… trickster is a boundary-crosser. Every group has its edge, its sense of in 

and out, and trickster is always there, at the gates of the city and the gates of 

life, making sure there is commerce. He also attends the internal boundaries 

by which groups articulate their social life. We constantly distinguish—right 

and wrong, sacred and profane, clean and dirty, male and female, young and 

old, living and dead—and in every case trickster will cross the line and 

confuse the distinction… Where someone’s sense of honorable behaviour has 

left him unable to act, trickster will appear to suggest an amoral action, 

something right/wrong that will get life going again. Trickster is the mythic 

embodiment of ambiguity and ambivalence, doubleness and duplicity, 

contradiction and paradox (2008, p. 7). 

 

 During these ‘laughing’ days I brought together some dark trickster elements with 

a macabre vestige of Tasmania’s colonial past to create the narrative’s first antagonist. 

The strong trickster-ish feelings I had were cross-pollinated with remnants of the 

‘cannibal convict’ story of Alexander Pearce (Collins 2002), and soon enough I had a 

mad, murderous, quicksilver character by the name of Murphy breaking his way into 

Borderland. One of the first images that emerged for me was of Byrne chained to Murphy 

in a dark jail cell; that is, Byrne chained to an incessant shadow that he can no longer 

deny, that he must finally face, that he must finally ‘wrestle’ with. Murphy is the split 

made conscious, the neurosis made manifest—he is a projection of the shadow coalescing 

with trickster, having broken out in a chaotic, monstrous form. This first episode storyline 
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marks the beginning of the “inward schizophrenic plunge” that will bring Byrne into 

contact with the structuring powers of the unconscious—an experience that will lead to 

his rebirth into a shamanic life (Campbell 1993, p. 218). The dynamic between Byrne and 

Murphy is meant to represent the first stage of Byrne’s psychological ordeal, which 

Joseph Campbell accurately describes in Myths To Live By: 

 

The first experience is of a sense of splitting. The person sees the world going 

in two: one part of it moving away; himself in the other part. This is the 

beginning of the regressus, the crack-off and backward flow. He may see 

himself, for a time, in two roles. One is the role of the clown, the ghost, the 

witch, the queer one, the outsider. That is the other role that he plays, making 

little of himself as the fool, a joke, the one kicked around, the patsy. Inside, 

however, he is the saviour, and he knows it. He is the hero chosen for a 

destiny (1993, p. 218). 

 

Murphy, “the queer one”, appears precisely because “the hero chosen for a destiny”, 

Byrne, is immobilised spiritually; he is stagnating. Murphy, in a sense, is the ‘necessary’ 

calamity that will provide Byrne with an opportunity to get things moving again. Murphy 

also acts as a psychopomp of sorts who triggers the gradual emergence of ‘the dreaming’ 

within the story world’s waking reality. This mysterious world of Borderland is slowly 

revealed over the duration of the first few episodes, where potent psychic contents begin 

to arise and coalesce with the strange, numinous environs of the Australian bush. The title 

Borderland is meant to refer, in part, to this in-between place, this powerful 
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‘environment’ that comes to life and interacts with the psychic realities of the characters 

that inhabit it.  

 Murphy was by far the most enjoyable, exciting character I have developed and 

yet the contradiction with my creative process at this time was that the sensations within 

the body were the most difficult and confusing to deal with. While writing this character, 

who is, essentially, the personification of a split-off, suppressed element of Byrne’s 

psyche, I had the uncanny feeling that my body was being shared with a mysterious 

‘other’. It very much felt like there was a separate entity beneath my skin vying for 

recognition. By getting into that ‘twilight’ state and focusing on the feeling of the Byrne 

and Murphy dynamic I felt, as the writer, oddly split. It was quite an unsettling 

experience for a time. Perhaps this sensation is what Margaret Atwood makes reference 

to in her book on writing, Negotiating with the Dead (2002). In her chapter “The Jekyll 

Hand, the Hyde Hand, and the Slippery Double”, she makes the point that the artist who 

is also writer already leads a double life, divided between their art and material reality. 

She adds that artist-writers are also “doubles twice times over, for the mere act of writing 

splits the self into two” (Atwood 2002, p. 32). Atwood’s admission put me at ease and 

reminded me of the novel-turned-film Fight Club (novel 1996, film 1999). I wondered if 

Fight Club was a rendering of the descent the author Chuck Palahniuk may have himself 

endured by sitting down innocently enough at his typewriter and wandering into his own 

‘dark wood’. Maybe he sat down with the vague intention of writing a novel about a lost 

generation of modern men and, upon closing his eyes, rubbing his temples, and delving 

into his own imagination, unwittingly stumbled onto deeper archetypal ground to be 

confronted by a flood of unconscious contents bursting through as trickster energy. 
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Perhaps Tyler Durden wasn’t a character Mr Palahniuk so much invented; perhaps Tyler 

Durden in his original form was an energy he experienced, something that happened to 

him as a seemingly autonomous factor, as it did in a much more exaggerated way for 

Fight Club’s protagonist. Could it be that the dynamic of Fight Club’s protagonist and 

antagonist reflects in its own unique way the splitting in two of Palahniuk, from “the 

mere act of writing”? Could Palahniuk have met his shadow in Vogler’s “interior 

landscape”, and experienced the initial creative flurry as an encounter with volatile 

contents felt in his own body? Perhaps there is an intersection here where process and 

theme can meet, coalesce and become indistinguishable—where the otherworldliness of 

that movement towards the unconscious infuses the tone, the aesthetic and the theme for a 

narrative. Perhaps it is by a solo exploration of the inner workings of one’s psyche that a 

writer’s consciousness is truly imbued with an understanding of the language and 

structure of myth. Perhaps it is by this process that a mythic sensibility is hardwired into 

every cell of the writer’s mind-body, and by which the writer can leave off mythic 

structure as a screenwriting concept that only ever engages his or her analytical, 

strategising faculties. Whatever the case for Palahniuk, I soon understood that getting 

acquainted with the latent energies in my own unconscious was hugely beneficial for my 

creative practice, and seemed, almost by osmosis, to inform the liminal tone of the story 

world I was interested in creating.  

 In Vogler’s elaboration of the trickster archetype in The Writer’s Journey, he 

chooses language that infers an application in terms of character only. On only two 

occasions within the four pages devoted to the archetype does he refer to it in the context 

of “trickster energy” (2007, p. 77). Yet, my experience of trickster (in dreams and within 
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the body) has been that it presents frequently as a pervasive mood or tone. This difference 

highlights the limits of a screenwriting text divulging mythic structure. While the 

knowledge of the archetypes garnered from such texts has no doubt been helpful, my 

understanding of the trickster archetype has only been assured by ‘encounters’ had within 

the deeper psyche. With only a conceptual understanding of the archetype not only was 

my screenwriting knowledge of trickster largely incomplete but it also required me to 

accept and believe on some level someone else’s interpretation (e.g., Jung, Vogler). 

Whereas with my own experience of trickster energy I can now confidently say I am on 

the way to knowing the archetype—there is no belief necessary. 

 Looking back now on the early writing stages of Borderland, I can see that they 

were replete with trickster energy. The whole process was infused with this sense of a 

liminal mood or tone not too dissimilar to that which pervaded the development of my 

short film scripts Interview and The Weight of Sunken Treasure. Where Borderland’s 

development differed from these short films was with the tone’s more articulate 

expression. Rather than being a raw, dense feeling, this sense of the liminal presented 

itself clearly as trickster-inspired. At this point it really felt like the contents of the 

unconscious had been gradually revealing more of themselves with the development of 

each new story. Now, after drafting Borderland’s pilot script I feel self-assured—there is 

less confusion, I know I am engaging with a ‘self-revelatory’ psyche, and I know that the 

continued application of my creative process will eventually result in a work of genuine 

mythic quality. 

 The prevailing condition of the Borderland story world (that is, the entire series 

narrative) is liminal; it hovers on the twilight edge between consciousness and the 
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unconscious. It is in this state that the main characters have the opportunity to connect to 

that other world (the underworld of the archetypes) they are cut off from, that world they 

must necessarily visit if they are to grow and change. While I had already invented the 

Murphy character as a trickster-ish agent of change for Byrne in the first episode, I was 

keen to infuse the fabric of the entire Borderland story with that ‘enchanted’ trickster 

energy I felt throughout my creative process. The more I considered this possibility the 

more adamant I became that this could become a real strength of the project—I decided 

that creating a story world imbued with a trickster tone that continued to resonate long 

after the demise of Murphy would be an integral part of Borderland’s aesthetic strategy. 

I’d realised, as Waddell suggests, that the expression of trickster energy does not have to 

be confined to a representative character: 

 

We don’t always access trickster, or any archetypal motif, as an image… 

trickster emerges as an energy permeating every facet of the text, from 

music, set design, dialogue, casting and editing to the intricate relationship 

of viewer and viewed (2009, p. xiii).  

 

Just as Waddell demonstrates with the town of Deadwood in the HBO series by the same 

name, everything in the world of Borderland could be infused with, or at least haunted by 

the presence of trickster. The style and level of trickster-ish intent I’d like to achieve with 

Borderland is succinctly described here by Waddell, with her reference to trickster’s all-

pervasiveness in Deadwood: 
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While trickster filters through the uses and misuses of the landscape, the 

pattern reasserts itself in characterization, language, and complex narrative 

twists as a daimonic energy. Far from furtively weaving its way through the 

text, this psychologically intriguing tease overtly gestures to us from the other 

side of the screen (2009, p. 20). 

  

INDIGENOUS AND HISTORICAL CONTENT/MENT 

 

A review of the Borderland writing experience would not be complete without 

paying some attention to the challenges concerning representations of Australia’s colonial 

and Indigenous past, especially in our current day television industry. At my confirmation 

seminar and throughout my candidature I’ve been advised to engage with the historical 

realities associated with the story world I’ve been creating. While I regard this advice as 

valid I know inherently that Borderland’s success will not be determined by 

representations of history—this is not what, at this stage of the story’s development, 

needs to be the main focus. The keystone of this story is mythic truth, not historical truth, 

and its strengths will necessarily come from an exploration of the archetypes. Once I’ve 

acquainted myself fully with the mythic intent and underpinnings of the series’ narrative, 

I will gladly and enthusiastically immerse myself in the type of necessary, detailed 

research of Australia’s colonial past required to ensure an accurate, insightful 

representation, if indeed this is what is ultimately required by Borderland’s genre 

conventions. To a certain degree I feel on this point that the advice and pressure to 

concentrate on the historical and political aspects of the Borderland story (which was and 
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still is an evolving story work) is premature and reveals more about the sensitivities of the 

current cultural climate than it does about any understanding of what the difficulties and 

the processes might be for an emerging storyteller attempting to develop a distinctly 

mythic sensibility. Here, Cherry Potter, in her text Image, Sound and Story touches on 

what I believe to be a common oversight or misunderstanding within the industry of what 

is most integral to the developing voice of the mythic screenwriter: 

 

In the film industry the writer is often treated as a technician or craftsperson, 

whose job it is to produce what the market wants. This attitude is positively 

damaging to new writers who need to develop their talent and gain a sense 

of meaning and fulfillment from the creative process itself. It’s also the 

reason why many of the world’s best writers choose to write novels or to 

work in the theatre, rather than film, because the worlds of literature and the 

theatre show a proper regard for the creative process and value writers 

accordingly (1990, p. 191). 

 

 At my doctoral confirmation, I elaborated on the tenuous storyline I had 

formulated by that time for the entire Borderland series. The draft series narrative was 

very much a work in progress that, under normal circumstances, I wouldn’t have given a 

public airing, knowing full well that I was not even close to getting at the story I really 

wanted to tell. Consequently, I received some criticism during my confirmation seminar 

on my use (or perhaps mis-use) of Indigenous content. This prompted the following 

advice in the notes I later received from independent assessor Ben Goldsmith: 



- 98 - 

It would be ludicrous and entirely inappropriate to tell this story without 

consideration of the actual history of the places in the story, and it would be 

more so to ignore the experience of Indigenous peoples in these places, at 

these times (2008, pers. comm.).  

 

While I agree with this in its regard to the conventions of many genres, and see how it 

pertains to elements gleaned from my confirmation presentation, I also believe that the 

actual story I’ve been working towards during my candidature is one that will suggest to 

its audience undertones of the surreal and the fantastic, thus de-emphasising it as a text 

with strong claims to a re-telling of history. And, as Borderland is still very much a work 

in progress, I will necessarily remain open to the kind of mythic storytelling philosophy 

that considers all sorts of weird and wonderful permutations of time and place, and 

renders possible the transcendence of the political and historical sensitivities of the day. 

Imagine, for example, that writer-director David Lynch decided to tell a story about a 

young white woman’s recurring dream, set in 1850s Australia. Lynch’s films almost 

come with their own agreed-to genre conventions, where an audience is given the 

opportunity to understand that what they are seeing involves an intentional blurring of 

what is deemed to be reality. With such an amorphous story-scape, who would have the 

authority to determine what representations of Indigenous content would be acceptable, 

particularly when there is great opportunity for multiple interpretations and 

misinterpretations of the auteur’s intent? With that said, I will continue to monitor 

Borderland’s evolution and development in regard to Indigenous representation. 

Although the story for Borderland has shifted significantly since confirmation, and there 
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is no longer an Indigenous character in the pilot script, I am aware that future 

developments of Indigenous content elsewhere in the drama series should consider both 

the Indigenous protocols as set out by Screen Australia, and a possible collaboration with 

an Indigenous consultant or writer. This kind of development, however, can only take 

place once I’ve attained a certain level of confidence with Borderland’s themes, where I 

feel I have authority over the mythic arc of the whole series. I am aware that developing 

Indigenous characters for this story will require a serious commitment but I am not yet at 

a stage with the development of the series’ mythic elements where that process is ready to 

be undertaken. I am also aware that with a project such as Borderland, choosing to ignore 

the Aboriginal story altogether would be to dishonour the truth of our collective past. As 

Indigenous academic and critic Marcia Langton states in her essay, “Well I Heard It on 

the Radio and I Saw It on the Television” (written for the Australian Film Commission), 

“The easiest and most ‘natural’ form of racism in representation is the act of making the 

other invisible” (1993, p. 24). What may be seen as the absence or invisibility of the 

Tasmanian Aborigine in Borderland’s pilot episode is in fact a deliberate narrative 

decision—to set up a sense of scarcity and lack that will be confronted and challenged as 

the series progresses. It is here that I can explore the avoidance or denial of the past 

conflict between settlers and Indigenous peoples through the deconstruction of a “more 

acceptable narrative of a direct conflict between the settler and the land itself” (Curthoys 

1999, p. 13). The killing of Tasmanian Aborigines, as well as the notion of the absence or 

invisibility of the dispossessed is implicitly introduced in this exchange between Charlie 

and Byrne, in Scene 43: 
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Undeterred, Charlie continues to paint the skull.  
 

BYRNE 
    They’re gunna make me pay for  
    leaving them sheep. But I’m not  
    going back to Arthur. And I won’t be  
    coming back out here.  
 

CHARLIE 
    What’s wrong with out here?  
 

BYRNE 
    It’s a strange hell.  
 

CHARLIE 
    Ha ha ha, no my laddy, it’s paradise.  
 
The old man grins while Byrne barely breaks a smile, struggling to find the 
humour in it.  
 

BYRNE 
    You and your glowing skulls don’t  
    think there’s menace to this place?  
 
A branch snaps somewhere in the forest triggering the quarrelling screams of 
some distant Tasmanian Devils.  
 
Byrne responds anxiously to the sound, turning his head swiftly.  
 
Charlie does not budge. He waits for the Devils’ noise to subside.  
 

CHARLIE 
    Arr, well, truth be known this  
    forest’s alive with the strange—  
    pixies, faeries and the spirits of  
    murdered blacks. Though, to them  
    we’d be the menace.  
 
Byrne looks at Charlie intently, his words amplifying the recollection of those 
strange phantom children encountered at the river’s edge.  
 
Charlie, mesmerised by the fire, strokes the ears of the dead tiger.  
 

CHARLIE 
    With our mad souls we’ve brought  
    hell here with us. 
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 I should note here that some of the work still to be done for me to really 

understand Borderland’s mythic arc involves a deepening exploration of projection – 

projection onto the ‘other’. Jung defined projection in the following way: 

 

Projection means the expulsion of a subjective content into an object; it is 

the opposite of introjection. Accordingly it is a process of dissimilation, by 

which a subjective content becomes alienated from the subject and is, so to 

speak, embodied in the object. The subject gets rid of painful, incompatible 

contents by projecting them, as also of positive values which, for one reason 

or another – self-depreciation, for instance – are inaccessible to him. 

Projection results from the archaic identity of subject and object, but is 

properly so called only when the need to dissolve the identity with the 

object has already arisen (1973, pp. 255-256). 

 

Although there are only a few clues embedded in the pilot script the Borderland series’ 

main thematic thrust is concerned with the unconscious projection of archetypal ‘content’ 

onto the ‘other’, and in some cases the withdrawal of such projections, and the bringing 

into consciousness of the underlying constellations within the shadow. The Borderland 

pilot script introduces some of these projections, even though the intention at this early 

stage of the story is that they will remain unrecognised. The intention of the Borderland 

series is to explore these projections in individual character as well as within the frame of 

a larger cultural complex. When contemplating an Indigenous context within 

Borderland’s colonial story setting my initial inclination is to explore the projections of 
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an Anglo-Celtic, immigrant psyche onto an Indigenous ‘other’ (in much the same way I 

am curious to explore projections onto the feminine or projections onto the 

father/patriarchy/authority). Through this ongoing stage of creative introspection the 

Indigenous ‘other’ will necessarily remain the object of my projection until the projection 

itself is known and understood – and just as I must inevitably evolve through this internal 

investigation so too will perception of the Indigenous ‘other’ evolve as the story world of 

the Borderland series unfolds.  

In the Borderland story the enchantment of projection will eventually be 

overcome and perceptions will be transformed. What will emerge over the course of the 

Borderland series is an Indigenous subjectivity that does not rely on the projections of an 

Anglo-Celt for its existence. Of course, this development will necessarily involve more 

conventional research and, as stated earlier, the involvement of an Indigenous 

collaborator. If the Borderland story is to be about these projections, and the ultimate 

transformation of the unconscious attitudes that underpin them, then I am the initial 

research – I must continue to research the inner world from which such projections 

emanate and hope my findings will have some resonance with my audience – I must hope 

that what I eventually expose is somehow universal. For this reason I’ve made a distinct 

decision to remain for a time in my more introspective, creative phase so as to experience 

a more authentic, firsthand understanding of projection (and in particular, my 

projections). It has been a strategic choice to prolong this phase so as not to be 

prematurely influenced by the ‘second-hand’ knowledge that will be gained from 

conducting the required conventional research (regarding, for example, historical 
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representations of both Indigenous and non-Indigenous subjects and the interplay of 

cultural complexes). 

 

ENTERTAINMENT MODEL 

 

 Another significant factor that I have had to consider while developing 

Borderland is format - by what entertainment model is the Borderland story best served? 

By what entertainment model could Borderland actually become a viable, profitable 

project? Although to this point I’ve allowed a certain creative freedom and protected the 

Borderland writing process from many of my ‘producer’s hat’ inclinations, I’ve still had 

to necessarily consider the conventions, changes, and emerging trends occurring within 

the Australian film and television industry. 

As discussed earlier, liminality, or the transitional state, is a defining characteristic 

of the Borderland world. And it is the liminal that Waddell suggests may be most 

appropriately explored within the television medium, “For television more so than film, 

keeping situations and characters in a state of transition, as opposed the transformed 

state, prolongs both the intrigue and longevity of a series” (2009, p. xi). In terms of 

mythic structure, this desire to explore states of transition would logically mean that a 

majority of the ten hours of the Borderland narrative would be spent in the second phase 

of Campbell’s “separation-initiation-return” model. Byrne, as the main protagonist, 

would necessarily spend a majority of his journey in the ‘borderland’ – undergoing 

ordeals in supernatural ‘space’ where “unconscious material periodically bubbles to the 

surface”, and where conscious exchange is intermittently possible (Waddell 2009, p. xi). 
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Waddell’s reference to television’s use of the liminal prompted me to consider how the 

ten-hour serial drama format (made popular by subscription networks such as HBO) may 

be the ideal vehicle for Australian filmmakers looking to answer Pearlman’s call to 

“make our myths”. To do myth justice, perhaps Pearlman’s request is best met in the 

form of high-end HBO-style television drama delivered via cable, online-on-demand, and 

DVD box-sets, rather than with feature-length movies for the suburban cineplex. If 

delving into states of transition is really the ‘bread and butter’ of mythic storytelling then 

long-form commercial-free television is perfectly suited, as it can accommodate the 

desired prolongation of the second act or ‘initiation’ phase.  

 Although Borderland ended up taking shape as a 10 x one-hour drama series for 

television, I believe the debate regarding Australia’s perceived cinematic storytelling 

woes is still relevant to its development. While many pundits would agree that Australian 

free-to-air and cable television hasn’t been the traditional bastion for mythic storytelling, 

the convergence of new technologies with existing drama formats has meant that hybrid 

forms of ‘cinematic television’ are now possible, and will be increasingly likely in the 

future. The digital revolution is continually blurring the line that has distinguished 

traditional television drama from cinematic drama, and people’s viewing habits are 

starting to change based in part on technological innovation. In other parts of the world, 

the production of high-end, long form television drama that has a distinctive cinematic 

quality has emerged, and is being delivered worldwide and uninterrupted to people’s 

laptops, tablets, and home-theatre systems. Audiences are no longer watching the 

traditional ‘one episode per week’ but are choosing to consume these dramas in marathon 

viewing sessions, whether it’s via DVD box-sets or download. Audiences have become 
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“curators of [their] own festivals on the couch” (Maddox 2012). This way of viewing 

these ‘cinematic’ drama series “is the televisual equivalent of reading a long, satisfying 

novel, enjoying a depth and complexity not possible with previous generations of TV 

drama” (Maddox 2012). With the emergence of these trends there has also come a 

groundswell of opinion that suggests television is fast becoming the more attractive 

option for the twin-pursuits of profit and quality. According to Sydney film journalist 

Lynden Barber, it has been Hollywood’s preoccupation with a ‘Cinema of Spectacle’, and 

the fall-out from the global economic crises that has led to the prevailing conditions 

where “Cable TV tele-series have become the reigning home of quality drama” (2010, p. 

19). Barber also emphasises the need for “the Australian film industry, which has had a 

heavy focus on drama in recent years… to seriously examine the shift in viewer loyalties 

and habits” (2010, p. 19). New Zealand-born, Australian-trained film director Jane 

Campion is one filmmaker from our region who has recently acknowledged this shift, 

developing Top of the Lake (2012), a six-hour mini-series for the British Broadcasting 

Company (BBC) and the Australian Broadcasting Corporation (ABC): 

 

You have to look at the industry and know what’s going on, and to me it’s 

really hard to make features right now. I feel like there’s more freedom in 

doing TV; my mouth gaped open at some of the exciting stuff being done 

on HBO as compared to how conservative a lot of film is. You have to do 

event cinema now (Campion, in Bodey 2009). 

 



- 106 - 

McKee also, while pessimistic about the current state of film as a storytelling art form, 

sees “the renaissance happening” in television (McKee, in Davidson 2008, p. 20). 

Speaking specifically about the US, McKee contends: 

 

We are in a golden age of television. The best writers have all flocked over 

to television. As long as they can produce quality material, those writers run 

television. They hire the directors, they cast it, they have all the power and 

not to mention the money (McKee, in Davidson 2008, p. 20).  

 

One can’t help but think here that McKee has in mind those writers and show-runners 

that have been responsible for such acclaimed dramas as The Sopranos (1999– 2007), 

Deadwood, The Wire and Mad Men, all of which have been produced through a 

subscription cable entertainment model. Matthew Weiner, the creator of Mad Men, 

suggests the trend towards this type of drama format is built on sound industry 

economics. Given that his example here, The Sopranos, has made one billion dollars from 

its first season, it’s hard to disagree: 

 

I have to say from a financial standpoint, when you have a season of The 

Sopranos costing $120 million, and it will be available on DVD for 30 years, 

and was doled out 1 week at a time over three and a half months—it’s a way 

more lucrative model than a movie (Weiner, in Barber 2010, p. 19). 
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Perhaps Australia’s creators of cinematic drama, spurred on by Pearlman’s 

encouragement to make our myths, could respond to the perceived failure of Australian 

drama at the box office by following international viewers into the living room. Could a 

future be possible where Australian film practitioners develop long-form, high-end 

television drama with universal appeal that could attract co-production deals between 

Australian free-to-air or cable broadcasters and larger international companies with the 

reputation for producing the highest quality small screen drama? Could a future be 

possible where an Australian television broadcaster makes provision in their 

entertainment model for the type of drama production that can attract international 

partnerships (with the likes of HBO and the BBC) and generate the type of global 

revenue to rival that made by Australian films at the box office? 

With an anticipation of the affirmative, these questions relating to the future 

direction of Australian drama have been kept firmly in my mind while developing 

Borderland. Borderland has been intentionally conceived as a 10 x one-hour serial drama 

for HBO or another subscription-based network in the US that uses a similar 

entertainment model. The model I am writing to aims at a co-production, ideally with the 

likes of the ABC in Australia, HBO in the US or even the BBC in the UK. There are 

some recent, successful examples of similar co-production arrangements, such as Chris 

Lilley's Australian comedy series The Angry Boys (HBO and ABC, 2011), the BBC’s 

Rome (with HBO and the Italian Public Broadcasting Service, 2005) and HBO’s Game of 

Thrones (2011) recently co-produced in Northern Ireland. And although it wasn’t an 

international co-production, the recent international broadcast success of Australian 

drama The Slap (2011, co-produced by Australian production company Matchbox 
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Pictures and the ABC) indicates that Australian producers of television drama can 

embrace stories and formats that are more likely to attract an international television co-

production in the future. Since its broadcast on the ABC, The Slap has been sold to 

DirecTV and TVOntario in the US and Canada, BBC in the UK, and the Sundance 

Channel in Europe and Asia (Dallas 2011). This recent standard set by The Slap, as well 

as other Australian offerings Cloudstreet (a three-part mini-series created for Showcase 

subscription television channel, 2011) and Killing Time (a ten-part drama series created 

for TV1 subscription television channel, 2011), suggests that the Australian industry is 

responding to the success of the likes of HBO and is indeed embracing the trend. The 

possibility of proliferating this standard of drama production could also be enhanced if a 

recent recommendation from the Screen Producers of Australia Association (SPAA) 

president Brian Rosen becomes a reality. Rosen has called on the Australian government 

to raise its Producer Offset tax rebate for television drama from 20% to 40%, to bring it in 

line with the same subsidy level gifted to feature films (Swift 2011). With these kinds of 

changes being mooted within the Australian screen industries, it just may be that the 

production of a drama series like Borderland could become a real possibility at some 

stage in the not-too-distant future. 

If the Australian screen industries continue to pursue the long form HBO-style 

format, inevitably a cultural shift will occur where writers are more highly valued, more 

time and money is devoted to the writing stage, and more creative ‘clout’ is afforded the 

writer in the production process. Penny Chapman, producer of The Slap, admits that the 

Australian television industry hasn’t always respected writers as much as it should have, 

but she also says that this is changing (Access ABC 2012). Chapman attests that 
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Australian production companies, including her own Matchbox Pictures, are evolving, to 

allow for more development and writing time (Access ABC 2012). With Matchbox 

Pictures, Chapman claims that “writers are more important than anyone” (Chapman, in 

Access ABC 2012). Brendan Cowell, one of those writers responsible for The Slap series 

(he wrote episodes 3 and 8), says “the key to a successful TV series is giving the writers a 

bit of money and a lot of time. And also, making sure that at the top of the food chain are 

creatives” (Cowell 2012). As well as affording writers more time, this approach demands 

the input of an entire writing team to draw out the liminal phase, and create a long form 

story that captivates a loyal audience. Although the development of Borderland has been 

slow, I am confident that once I have ‘locked off’ on the series arc and reached a point of 

authority with its mythic themes, it will be a story that can thrive under these 

collaborative writing conditions enjoyed by such productions as The Slap in Australia, 

and The Wire in the US. It also shouldn’t be overlooked that for a lot of successful HBO-

style dramas, the writing and shaping of stories begins a long time before a broadcaster 

promises to come on board with production finance, and before a larger writing team is 

assembled. The Slap TV series was based on a novel by the same name that was written 

by Australian author Christos Tsiolkas (published in 2008). Matthew Weiner was 

formulating Mad Men while he was a writer on The Sopranos’ fifth and sixth seasons. 

One could even argue that David Simon and Ed Burns had started ‘writing’ The Wire 

during their former careers as Baltimore Sun journalist and Baltimore Police homicide 

and narcotics detective respectively. It seems quite fair to say that ‘big’ stories of this 

kind take time to gestate within the imagination of the creator before they are thrown full-

tilt into the machinations of television production. This has been the process during my 



- 110 - 

time undertaking my doctoral research. The last few years have served as a fruitful 

gestation period for Borderland, and will soon enable a confident pitching of the project 

to production companies, such as Matchbox Pictures. At the point at which the 

Borderland proposal is market-ready I will relish the opportunity to develop the story 

further, in such an industry environment where the writing process is paid its due respect, 

and where the opportunity exists for genuine collaboration and a genuine sharing of 

interest in the story’s themes.  

I am creating Borderland in anticipation of this ideal future where the co-

production of a high-end long-form Australian drama with broad international appeal can 

be achieved and where previously inaccessible partnerships and markets can be secured. 

Borderland has also been created for various future modes of delivery—not just for 

conventional Australian free-to-air domestic television. Despite this ambition, it is not my 

aim here to prove without doubt that the circumstances for such an opportunity will 

definitely eventuate in Australia; they simply may not. In a changing environment where 

even the most experienced industry practitioners are unsure as to what new sustainable 

Australian production pathways will materialise, I am inclined, as a screenwriting and 

filmmaking apprentice, to concentrate my attention less on the details of a speculative 

future and more on the nurturing of that which I know can be relied upon: myth. While 

not ignoring the practicalities of an ever-changing industry, I feel it is a necessary 

strategy as an emerging writer and filmmaker to heed McKee’s advice and to continue 

concentrating my energies on that which has worked throughout all remembered time, 

regardless of the conditions—the development of cogent stories. It is in this spirit that 

I’ve aimed for such lofty heights with Borderland, knowing that, regardless of success or 
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failure, the work won’t have been in vain if it leads to a deepened understanding of myth. 

I now know that it takes time and patience to develop the kind of sensibilities required to  

master mythic storytelling. It is in this sense that Borderland has already served its 

purpose as a tremendous learning tool. And even if Borderland never gets produced, its 

value will inevitably be recouped by having led me into other story ideas and other forms 

of writing. If, however, Borderland does continue to evolve and one day reaches a 

standard where it is genuinely imbued with McKee’s “classical concerns”, I believe it 

will naturally stand out from the modern pack as a result of the specific process of its 

writing, and will find its way, in some shape or form, onto the silver or plasma screen.  
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CONCLUSION 

 

[Patrick] White’s novels seem Jungian because the author has in his own way 

drawn upon the deep unconscious and its archetypes. It is precisely this fact 

that makes the novels so powerful and accounts for their genuine visionary 

quality. They are not products of his rational mind, but spring up, as it were, 

from the creative unconscious. What critics must remember is that if Jung is 

right, if the archetypes are a priori factors, then a creative writer does not 

have to read him to formulate archetypal configurations—he has rather to turn 

within and enter into dialogue with his own imagination (Tacey 1988, p. 

xviii). 

 

 In Chapter 1, I considered the development of the story for Interview, a short film I 

wrote and produced. It was through the writing of this first film that I began to explore, in 

process and in theme, this sense of the liminal that is associated with a descent into the 

unconscious. I discovered through the use of music that I could lower myself into a 

trance-like, contemplative state that enables contact with deeper regions of the 

imagination. 

 This was explored further in Chapter 2, where I reflected on my writing of the 

script for the short film The Weight of Sunken Treasure. I considered film-director David 

Lynch and his notion of the writer diving deep into the unconscious to discover quality 

ideas and themes. I also noted Christopher Vogler’s work and the parallel he draws 

between the writer who travels deep into his or her own unconscious and the hero of 
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classic myth who walks the unknown path into the underworld. I investigated my 

experiences of the writer’s descent (in relation to The Weight of Sunken Treasure), 

focusing specifically on my encounters with inner images of a ‘lost and drifting’ feminine 

figure. I also examined some of the challenges faced and insights gathered in 

collaborating with other key creatives and preparing the script for production. 

 In Chapter 3, I explored the four creative modalities I’ve used to help engage the 

archetypes in the deep unconscious, in order to bring mythic resonance to my major 

project Borderland. Through these experiences, and by dialoguing with Carl Jung, Joseph 

Campbell and others I’ve posited that there is indeed a deeper creative process that can be 

undertaken to gain ‘first-hand’ experience of myth’s foundations—the archetypes. I also 

called on Waddell’s explorations of trickster in contemporary screen fiction to highlight 

my process in developing the trickster-ish character Murphy, and the pervasive liminal 

tone I aim to achieve for the entire Borderland series. Lastly, I addressed some of the 

challenges specific to developing Borderland for the Australian screen industries—that 

is, managing Indigenous content, and choosing to develop Borderland for a highly 

ambitious HBO-style entertainment model. 

 As pointed out with the work of acclaimed Australian novelist Patrick White, a 

writer does not have to read about the archetypes to know the archetypes. Indeed, it has 

been my experience with the creation of Borderland that a real (or better) understanding 

only comes with the nurturing of an internal ‘dialogue’ with the deep unconscious. If we 

are talking specifically about making our own Australian myths for international screens, 

I believe some part of our screenwriters’ learning and development must be devoted to 

creative modalities concerned with insight and self-knowledge, and a deep understanding 
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of the archetypes within the psyche. Through the experiences of my candidature I have 

come to appreciate the importance of these formative elements to my own development 

and growth as an emerging storyteller seeking to answer Pearlman’s call. 

 With or without the difficulties specific to the mythic descent, the difficulties 

attendant on the enterprise of writing are something that I no longer underestimate. The 

experience of my candidature has given me perspective and enabled me to see the long 

road laid out before me that leads to great storytelling. Rather than becoming 

disheartened by the challenge of creating that epic, once-in-a-generation, mythic story, I 

realise I now have time to turn my hand to other more attainable storytelling goals while 

deeper imaginings and ideas continue to take shape in the background. As Alain de 

Botton suggests to the novice, rather than perceiving the difficulties of the writing task as 

a sign of a “congenital incapacity”, I now look instead to “the evidence of colossal 

authorial struggles behind the final masterpiece” of even the most accomplished of 

writers (de Botton 2000, pp. 215-216). I can, for example, look to one of my 

screenwriting heroes, Oscar-winner Charlie Kaufman, who gives some indication of the 

patience required to develop a quality screenplay when he admits to the torturous nature 

of the five-year period in which he wrote the screenplays for Endless Sunshine of the 

Spotless Mind (2004) and Adaptation (2002) (Kaufman, interviewed by Charlie Rose 

2004). His battle with writer’s block and ‘deadline’ anxiety was so intense that he took 

the unique approach of writing himself and his somewhat traumatic experience into the 

screenplay adaptation of the novel The Orchard Thief (1998), which resulted in the stellar 

film Adaptation, directed by Spike Jonze.  
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 From my own experience with the germination of the Borderland plot and 

characters, through to the finer craftsmanship required for the screenplay’s written words, 

I’ve learned, after several years of toil, that good stories do take time. I am under no 

illusions that there is still plenty of work to be done to Borderland to make it worthy of 

being sent out into the world, but I am now far more relaxed and patient with it knowing 

that this is what is generally required for a story of its kind. A “visual novel” (to borrow 

the parlance of David Simon, writer of HBO’s The Wire) with ten hours of drama is a 

huge undertaking, and Borderland’s themes demand a maturation in the material and in 

me the writer. I’ve subsequently come to realise that Borderland is my ‘slow-burner’—a 

large and ambitious project that requires distillation over time. It is a project that I can 

pick up and put down as my career progresses. To really experience and understand the 

mythic impulsions that are in me, that are driving Borderland, and then to instill them 

into the multi-layered fabric of the story requires a certain creative approach none-too-

concerned with the desperate demands associated with ‘immediate’ success as an 

emerging screenwriter in the Australian marketplace. Although this approach may not be 

realistic for many screenwriters making a living in the Australian television industry, and 

although this creative process may not be congenial to the production demands of many 

Australian television projects, I know time and patience is what is needed if Borderland 

is to achieve a genuine mythic impulse and also meet the high standards set by the likes 

of HBO. The words of poet Rainer Maria Rilke describe perfectly the necessary creative 

approach for the ongoing development of Borderland:  
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Everything is gestation and then bringing forth. To let each impression and 

each germ of a feeling come to completion wholly in itself, in the dark, in the 

inexpressible, the unconscious, beyond the reach of one’s own intelligence, 

and await with deep humility and patience the birth-hour of a new clarity: that 

alone is living the artist’s life: in understanding as in creating (1993, pp. 29-

30). 

 

 Now that I understand where Borderland sits on my production slate, I am free to 

apply what I have learned from my doctoral experience to more immediate filmmaking 

goals. As well as broadening my understanding of the writer’s mythic descent, the time I 

spent delving into the Borderland story was also very fruitful for all of the material 

inadvertently generated for other creative projects. I’m not sure if this should be classed 

as a fringe benefit or a bad habit, but I did find that working on a difficult story like 

Borderland often drove me to distraction—and my imagination would frequently run off 

and explore other exciting, albeit less confronting, ideas. And if I felt any of these new 

ideas had lasting merit, I couldn’t possibly ignore them—I was compelled to write down 

as much as possible in the moment, before anything was lost. Consequently, 2012 will 

see me continue the development of four saleable, shorter-term writing projects all 

conceived during my candidature—projects that, although eclectic, have been informed 

by my explorations of myth and the archetypes. 

 The kind of ‘deep listening’ process I’ve used to give Borderland its mythic 

impulse may not be practical for many production scenarios within the Australian screen 

industries but I can still remain confident and vigilant in my unique approach by looking 



- 117 - 

to the undoubted thirst of audiences drawn to the quality storytelling existent within the 

‘cinematic’ television drama series that have emerged out of the so-called HBO 

revolution. The best of these stories have a real mythic quality about them, and I know 

that if I want to reach a similar standard I must continue patiently, to engage the mythic 

world that lies deep within me. Because I’ve grown up in a society that hasn’t inherited a 

strong mythic paradigm or a strong cultural connection to the archetypes, I’ve had to 

necessarily discover and explore for myself the creative processes required to “consult 

the powers directly”. I’ve realised that I must at times put aside the screenwriting 

‘manuals’ and the conventional methods of the Australian screen industries in order to 

think and feel independently and take that journey into the psyche, and engage the 

archetypes within. This is one way I believe emerging Australian screenwriters can 

improve our film and television industry and help stimulate the production of our own 

timeless universal stories. While I am not advocating that all our stories be myths, I 

certainly do see the re-engagement of a mythic sensibility as highly beneficial to all styles 

of storytelling. We need more storytellers engaging in creative modalities (like archetypal 

dream work and active imagination) that allow a fresh, firsthand mind-body experiencing 

of the archetypes, and with this will come an understanding of story that is far more 

instinctual, far more vivified, than a solely intellectual, conceptual one.  
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