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Foreword 
by #1 New York Times best-selling author Sherrilyn Kenyon 

Crafting a novel can be one of the most rewarding accomplishments for any person . . . and one of the most frustrating.

I’m a pantser, which means I write a book by the seat of my pants. Or more specifically, I sit down to a blank sheet of paper and start typing. So you may wonder why I’m writing the foreword to a book on power plotting. The answer is simple: This book isn’t about converting pantsers to plotting, but about helping anyone who needs help with their story.

I started creating stories as soon as I could write. Some people have the natural ability to sit down and type without any plan. I always knew I wanted to write books, so I’m thankful for being born with this gift. But on top of that, I also have years of experience that have taught me how to develop characters, build in conflict, and catch plot holes. You can do the same if you’re content with taking as many years as you need to learn the craft of writing. If not, this book will help for a faster learning curve.

What I love about what Mary and Dianna teach is that their intent is not to convert pantsers to be plotters, but to give both types of writers tools for breaking through writer’s block or finding a plot hole or shoring up a sagging middle. I have to assume you picked up this book because you want to write your first novel or find a way to push your current one to a new level or are published and seeking a more efficient way to plot a book.

Writers ask me, “How do you write a publishable novel for today’s market?” I wish I could answer that in one sentence or had the time to teach everyone, but I don’t. The good news is that Mary and Dianna created the Break Into Fiction® program to answer that question. They pulled together the essential elements of commercial fiction into an easy-to-understand book that anyone can follow.

You’re holding the key to plotting your novel. The most important tip I can give you next is to finish the book. Good luck to you no matter where you are in your career. Remember, good books aren’t written, they’re rewritten. Just because it’s written in blood doesn’t mean that it’s carved in stone.

And most importantly, never give up. Never surrender. I wish you all success and may all the publishing gods be with you.





Introduction 

This is the book you need to create a novel. Why? Because we have spent many years and thousands of hours analyzing commercial fiction for one purpose: to discover what it takes to turn a story idea into a marketable novel. The result of all this work was the creation of Break Into Fiction®, a Template Teaching Series that simplifies the process of how to build a full story with realistic characters.

As national workshop speakers, we have gained valuable insights into how today’s new writers want to learn the craft of writing. We interact with thousands of aspiring writers every year who want to know what it will take to publish in today’s market. Having broken into the ranks of published fiction authors only a few years ago, we understand what the next generation of new writers must do to produce a marketable novel. Until now, writers were faced with first attending hours of workshops and reading tomes, then struggling to remember all the many facets of information when they finally had a chance to use that information in their writing.

Frustrated with this antiquated method, we have created innovative templates for plotting a novel.

The response to this style of teaching, Character-Driven Plotting, was overwhelmingly positive.

If you’re ready to write a novel, then this is your book. You don’t need a cheerleader. You’ve already made the mental decision to write, because you’re holding the book that will put you on that path. You’re ready to get started. However, wanting to write a book and doing it are two different things. A first-year med student doesn’t ask when they get to perform brain surgery—they know there’s a logical progression of steps to get there. At some point they are ready to step forward to reach their dream. The learning separates those who want to do something and those who do it. Put one foot in front of another and get moving. 

Great stories don’t happen by accident. They are the result of creating a powerful Character-Driven Plot. Writing a novel can seem like a daunting task, but it is no different than anything else you’ve had to learn . . . once it’s broken down into simple steps. There is no formula for writing a book. But the instructions and templates in this book are akin to handing a fine brush to an artist, and then showing a student how to apply paint to his or her own canvas. The final product is different for everyone depending on how gently the brush is wielded and how boldly the paint is applied. You have an idea for a story—that’s why you’re holding this book. Now, turn the page so we can show you how professional writers develop a budding idea into a full-fledged novel with depth, emotion, and dynamic pacing. Start right from the first chapter on your story. We commend you for taking this first step toward your dream.





How to Use This Book

Break Into Fiction® Movie Template Instruction 

We want you to start writing your book immediately. The quickest way to take advantage of this material and start writing your commercial fiction story is by watching the movies we use for examples. These four movies were chosen to show you how successful commercial fiction has key elements. This process makes understanding the instruction and templates so simple you’re ready to apply what you learn to your story immediately. If you’re a fairly new writer, choose one movie and go through all the templates with that one story so that you aren’t confused by too much information at one time. Once you’ve done that, watch the other movies and see how these templates work with every story.

Bourne Identity (2002—Universal Pictures)—Suspense 

Jason Bourne (Matt Damon) as the protagonist 

Marie (Franka Potente) as a major secondary character 

Conklin (Chris Cooper) as the villain (CIA handler) 

Ward Abbott (Brian Cox) as the villain (Conklin’s boss at CIA) 




Pretty Woman (1990—Touchstone Pictures)—Romantic Comedy 

Edward Lewis (Richard Gere) as the hero 

Vivian Ward (Julia Roberts) as the heroine 

Phillip Stuckey (Jason Alexander) as the antagonist/villain 

James Morse (Ralph Bellamy) as the mentor/business owner 




Casablanca (1942—Warner Pictures) 

Rick Blaine (Humphrey Bogart) as the protagonist 

Ilsa Lund (Ingrid Bergman) as the antagonist/love interest 

Victor Laszlo (Paul Henreid) as the antagonist 

Captain Renault (Claude Rains) as the antagonist 




Finding Nemo (2003—Walt Disney Pictures) 

Marlin (voice of Albert Brooks) as the protagonist 

Dory (voice of Ellen DeGeneres) as the mentor/ally 

The Glossary is next for an important reason. Read through the Glossary, since you’ll be encountering terminology specific to the Break Into Fiction® Character-Driven Plotting Program. Becoming familiar with these terms will help you grasp examples more quickly. If you want to make a copy of the blank templates to work from, you can enlarge the book page 160 percent for a letter-sized sheet. Another way is to write the chapter heading and question numbers on a sheet of paper in a notebook, then fill in the answers.





Glossary

Ally—Someone who helps the protagonist or another character as they strive to achieve a specific set of actions. This role can be a temporary story function for the character—as in one scene—or an ongoing story function such as Dory’s story role in Finding Nemo.

Antagonist—[Might or might not be the villain, and can be another character in a story with a villain.] This is a character who opposes the protagonist, but is not always a bad person. In many stories, the antagonist is actually working in what the antagonist considers the protagonist’s best interest (think a business partner who believes his buddy is falling for the wrong woman or a teacher who won’t quit on a student who has potential). In a romance, the antagonist is usually the hero to the heroine or heroine to the hero.

Back Story—Information on a character that gives the reader insights and motivation for why this particular character acts or reacts as they do, based on a past event or events. Back story is meant to be filtered into your story in small doses or used as twists to the plot line.

Belief System—Usually subconscious to a character, the belief system drives the actions of a character to act in a certain way unless the belief system changes. Most belief systems are established in childhood by watching and learning from others or in times of extreme emotion. Belief systems can usually be identified by asking the question, “If X, then Y.” Examples: “If you take a risk, then you can get burned badly,” or “If you love enough, then everything can be fixed.” A belief system can be either positive or negative, and it helps form a character’s world view.

Black Moment—A term used in the romance genre to identify the story Climax. See Climax, which is the terminology used in our plotting templates.

Character’s Everyday World Role—This is what the character has been typecast for in the story—hooker, attorney, temporary girlfriend, past lover, famous freedom fighter, etc. The role merely tags who this character is with regard to actual scenes.

Character’s External Story Goal—(This may or may not be the same as the Character’s Immediate External Goal.) This is a goal you (the writer) plan and target for the character to reach at the end of the story. A Character’s Immediate External Goal (the one the character knows about and is going after) in the beginning may be the same as the External Story Goal for this character (the one you, the writer, intend the character to reach and/or accomplish) in the end. However, due to situations that impact the character’s journey, this goal may morph into a new one.

Character’s Immediate External Goal—(This may or may not be the same as the External Story Goal.) This is an external goal the character has in sight at the beginning and at different points along the way in the story. These are immediate goals (to find the murderer, save a job, find the source of a virus, pay the rent, etc.) that the character is motivated to perform or pursue that lead the character to a larger external story goal.

Character’s Story Role—This is a technical story term for either the protagonist or a secondary character, broken down further by type—such as a mentor, antagonist, sidekick, rival, tempter—which clarifies this character’s job description.

Climax—This is the third twist point in commercial fiction where the protagonist must face a death of sorts (physical, metaphorical, emotional) in order to make one last extra effort to reach the Character’s External Story Goal. The act of facing and overcoming the obstacle stopping him/her/it at this point will forever change the character and creates the reassurance in a reader’s mind that the story lessons that have been learned along the way in the story will be retained after the last page is turned. Example: In Finding Nemo, Marlin’s story climax happens when his friend, Dory, and hundreds of other fish are nabbed by a trawler’s nets. At this point, Marlin could swim away and return home or make a super-fish effort to free Dory, showing that the lessons he’s learned (about taking risks, finding friends, and acting in the face of threats instead of cowering) are permanent. In romance fiction, the climax is also known as a “Black Moment.”

Commercial Fiction—Fiction with a specific structure that includes a protagonist or protagonists striving toward a goal with obstacles encountered and overcome until they reach a do-or-die moment (Climax) where they must make one huge last effort to prevail or fail. The story ends on a positive note of some sort. Due to the events encountered over the course of the story, the protagonist experiences Internal Character Growth and changes as a result. Commercial fiction derives from myths and fairy tales, and is often called “genre fiction.” It is based on the reader’s belief system that if they try hard enough they can achieve something and make a change in their world for the better. Romances, mysteries, suspense, thrillers, science fiction (often called “sci-fi”), fantasy, etc., are commercial fiction genres.

Conflict—This is what drives the story forward and creates pacing. Conflict is not an argument or issue that can be resolved with a conversation. Think: two hungry dogs, one bone.

Everyday World—This is what the protagonist considers their normal world at the beginning of a story. Don’t confuse this with where they grew up or how they lived a year ago. In other words, if the story starts when a young man is in college, his Everyday World is how he lives and interacts while in college. However, if the story begins after this same man has joined the military and he is now part of a Special Forces team, his Everyday World at that point might open in a Special Ops mission.

Foreshadowing—This is a technique that uses hints and clues to let a reader know in advance that something in the story is about to change. Foreshadowing also lays the groundwork for establishing events later in your story. Example: In Chapter 2 of your story, you foreshadow that the character has a deathly fear of heights. Then when the character is forced to wrestle the villain atop a twenty-story building in Chapter 10, a reader is aware that this event is not an easy undertaking,

Happily Ever After (HEA)—A term used most often by romance writers, but it can apply to any commercial fiction. HEA means that the reader feels the protagonist(s) will find a better future beyond the end of the story, and the hero and heroine will end up together.

Herald—This character role explains the rules of the situation, particularly if it is a new situation for the protagonist. This character role can also be used to announce events and establish proper behavior expectations.

Inciting Incident—A catalyst that puts the story into motion.

Internal Character Growth—This is a Break Into Fiction® term that best explains what will happen internally for the protagonist over the course of the story. These are stages of internal growth you (the writer) plan for the character. The complete growth arc starts with where the character is internally at the beginning of the story, includes the stages of personal development along the way, and is completed when the character reaches the final stage of their Internal Character Growth. Most people have no idea what their personal journey is in life until they’ve traveled that path, so you, as the writer, are in charge of your character’s ability to grow as a human being. This has nothing to do with personal career success or reaching a dream of becoming the top ice skater in the world, but the internal changes that happen along the way to those “external” goals.

Literary Fiction—Not to be confused with literature, Literary Fiction is based on the reader’s belief system that one cannot change their world but they can understand it better. The plot structure of literary fiction does not move toward a specific goal but involves peeling away the emotions and dark secrets of the human condition in an attempt to understand better. The protagonist in literary fiction need not grow or change over the course of the story.

Mentor—This is a character who gives your main character advice and direction (think Dory in Finding Nemo to the main character Marlin), and may be the one to give the main character his or her Seeds of Change. This is an advisory character role, which will help or force the protagonist to take action that he or she may not otherwise want to take. The Mentor allows the reader to see that even though action is difficult for the primary character, they are given strong enough motivation to act anyway. Note: A mentor is a “catalyst” as well as a guide or advisor, and at times there may be more than one mentor in your story.

Motivation—This is what drives your character’s actions, the reason your character must make a decision or take an action. Tip: Motivation is not making the character do something or act a certain way because the author “needs” that to happen. Poor motivation stops the reader from moving forward.

Pacing—This is the speed at which events in the story unfold. Different sections of the book require different pacing speeds and different genres can have very different pacing expectations. A suspense or thriller story should be paced from fast to very fast, whereas women’s fiction or a “cozy” mystery can have a slower-paced tempo.

POV—This is an acronym for Point of View, which refers to the character through whose eyes, thoughts, and senses we are experiencing the current scene. A first-person POV means the story is being told and experienced through one person’s point of view as if that person were speaking directly to you; such as, “I drove along the winding highway, searching for the street sign that would lead me to the killer’s hideout.” The same sentence in third-person POV would be, “Mary drove along the winding highway, searching for the street sign that would lead her to the killer’s hideout.” Omniscient POV is a third-person narrator who is telling how Mary is driving along the winding highway and as she turns off the main highway, she is heading straight to her death.

Premise Stated—Often used in conjunction with the word theme; both mean something that’s been laid out in advance by the author that determines a future course for the protagonist. It’s the underlying meaning and essence of your story that many times can be reduced to a key word or phrase. Think in terms of a single idea, ideal, or quality such as love, betrayal, revenge, family, or connection; or a phrase such as “truth wins out,” “no man is an island,” or “an honest man always triumphs.”

Prologue—The prologue should be an inciting incident that occurs a significant amount of time before you shift to the protagonist’s Everyday World in the first chapter. The prologue is considered your story opening and should not be used as an information dump to get your character’s Back Story stated.

Protagonist—This is the character who will experience the most Internal Character Growth and change over the course of the story.

Sagging Middle—A common term used to describe the middle of a novel where if not tightly woven and plotted with twist points can slow pacing and serve no strong story function. The most common result of a Sagging Middle is for readers to lose interest in the story and put the book down.

Secondary Story Line—(This story line should not to be confused with Subplot.) This is a secondary story that adds texture to the main plot, but the main plot would still hold together if this secondary story line was removed. Here is an example: In Finding Nemo, the secondary story line is Nemo interacting with the other fish in the dentist office aquarium. This interaction adds texture to the story, because we get to see Nemo find another adult father-figure who gives Nemo different information and insights. But the story is about Marlin’s (Nemo’s father) Internal Character Growth (internal growth arc) while searching for his son. If you removed the secondary story from the dentist office aquarium the main plot would still hold up.

Seeds of Change—The section of your story where the protagonist is poised to make a change, whether voluntary or involuntary. Because the protagonist is willing to try to change for the betterment of themselves or others, they start their story arc. If the story remains static and no change is made, the story becomes Literary Fiction.

Series—Stories linked by a common protagonist, protagonists, or story thread. In Sherrilyn Kenyon’s Dark-Hunter stories, the books are linked by a common thread of powerful nonhumans created to protect the world from vampires and other paranormal threats. In J. K. Rowling’s Harry Potter stories and in many mystery series, the stories are linked by a common protagonist. The plot structure of each story in a series is impacted by the story or stories that precede it, and in turn will impact any stories that follow.

Subplot—(This should not be confused with a Secondary Story Line.) This is a second plot that is working concurrently with the main plot and is woven so tightly with the main plot the story will fall apart without this Subplot. Example: In Casablanca, the subplot is Rick and Ilsa’s romantic relationship that drives action in the main plot. Note: Casablanca is not a romance, but a drama or mainstream suspense with romantic elements. A romance has a clear hero and heroine who are both protagonists, a complete romantic arc, and the hero and heroine end up together in a committed relationship.

Threshold Guardian—This is a person who throws obstacles into the path of the main character as he or she tries to reach their goal. A threshold guardian is usually most effective just before or after a major twist point.

Ticking Clock—A ticking clock is an internal or external element in the story that creates a limit to how long the character has to complete their external goal. This adds tension, which helps the pacing in your story.

Twist Points—These are the key areas of your story where your protagonist is given good, realistic reasons not to continue on his or her current path. But he or she chooses to continue and, as a result, the protagonist is changed and becomes closer to his or her External Story Goal (that you, as the author, know). Each twist point should increase the stakes in the story and make it more difficult for the protagonist to revert to the person he or she was in the beginning of the story. There are three main twist points in the commercial fiction plot structure. The last one is called the “Climax” (or the “Black Moment” in a romance).

Villain—Most of the time, the villain is a character on the same level as the protagonist. The villain is fighting the protagonist for a common goal with the villain’s goal to be the final victor.

World View—This is based on a character’s Belief System, which influences how that character views the world around them. For example, according to Marlin’s (Nemo’s father in the movie Finding Nemo) Belief System, if he moves beyond the protective shelter of his anemone home, then he and Nemo will be at risk. As a result of this Belief System, Marlin finds the world a large and frightening place.





Part I
 START AT THE BEGINNING 

Characters
 Conflict
 Power Openings 

Every writer starts from a different place. Inspiration for a story may be a character, a setting, a situation . . . there are as many reasons behind every story as there are stories.

We start with Characters since every commercial fiction story has a protagonist at the center of everything.

Second, the conflict this character faces is what holds our interest. We want to know how another human being will overcome obstacles to succeed. This is the heart of a commercial fiction story, which is why we will dig deep into your character to establish a conflict strong enough to carry your story.

The question is: Where do you open a story? Turn the page to help you answer that.





1 CHARACTERS
 Created from the Soul Out 



According to Webster’s Dictionary, character is defined as “A person in a play or novel; distinctive trait; behavior typical of a person or group; moral strength; reputation; status; individual being.”

“Few men are of one plain, decided color; most are mixed, shaded, and blended; and vary as much, from different situations, as changeable silks do from different lights.”

—Lord Chesterfield 

There is so much more to creating a real character than choosing physical attributes and personality traits. The most memorable characters stay with us because they touched our emotions and became real people in our minds.

When molding your character, don’t stop at the stereotypical basics—she couldn’t trust men again, he was trying to win his father’s approval, she wanted to prove her independence, he was a loose cannon— if you want him or her to spring off the page.

Build a prior life for your character—to use as reference material for you as a writer, not to fill the pages of your story.

Ed Gaffney writes a legal thriller series based on two law partners— Terry Tallach and Zack Wilson—who are as different as two men can be and share a profession.

Here’s an example of how Zack appears from Terry’s POV taken from Suffering Fools. Notice how deftly the author shares insights about Terry’s personality while the focus is really on Zack.

In this scene, Terry isn’t happy about the pro bono case Zack has taken for a client who appears mentally challenged and guilty as sin. They are currently interviewing the client’s mother. (This scene is in Terry’s POV.)

The victim had ID’d him. What else was there?

Terry turned toward Zack. He sure didn’t look like one of the best criminal defense lawyers in the state. As usual, Zack was sporting his I-look-like-I’m-on-vacation look. Linen shirt—sleeves rolled up, of course, probably just to piss Terry off—jeans, and boots.

But despite his stubborn refusal to look the part, Zack always seemed to be surrounded by this golden aura of professionalism. He walked into a courtroom, smiled like he couldn’t believe how lucky he was just to be alive, and juries instantly fell in love with him. It was like some genetic accident had left him with an overabundance of charm.

Unfortunately, Zack also had an overabundance of patience.

Don’t you love how even though this is in Terry’s POV we immediately see “Terry” as impatient and someone who takes exception to casual clothes worn during working hours? We got a nice introduction to Zack without learning every detail about him in one chapter, and in an active way. Now let’s take a look at Terry a bit later after the above scene where the defendant’s mother, Katerina Gardiner, has handed the two attorneys a videotape she claims is an exact copy of the damning one the police took from the surveillance cameras at the convenience store. But she claims this tape will clear her son of the charges. (This scene is in Zack’s POV.)





Long after a story ends, it’s the characters that remain with you. A great character is one you expect to see in real life just around the next corner.

—Pat White,
 award-winning author of
Ring Around My Heart 





Attorney Zack Wilson led his partner, Terry Tallach, into the living room, where they planned to view the videotape that Katerina Gardiner swore would prove her son innocent.

“I’m really looking forward to seeing this,” Terry told Zack as he sat on the couch. “Because as everyone knows, grand juries indict people all the time for armed robbery when the police have videotapes that show they are innocent.”

Terry’s attitude wasn’t exactly a surprise. Ever since they’d met, back in high school, the question for Terry wasn’t whether the glass was half empty. It was whether what was inside the glass would kill him or just make him sick. 

Now, twenty years later, they were successful law partners, and Terry still looked at the world through doom-colored glasses.

You can feel the difference in personalities by the sentence structure and word choice as much as by the descriptions given in a vivid way. You can feel the tenseness in Terry and the calm Zack exudes. Terry is cranky about the tape and Zack is patiently waiting to see what is on it. 

Notice how you learn just a little more about their history each time, just enough to start seeing these men as real people, but not so much the story stops moving forward. This is a great way to show a character—through the eyes of another character.

Every piece of the story works together to pull a reader deeper into the character’s problems and conflict. The more a reader engages with a character the more interested the reader will be in watching how a character reacts during something as simple as an interview where one character is methodically taking his time and the other one is a mass of energy waiting to be unleashed. We connect to these two men on a personal level as the story unfolds because Ed has created characters that breathe and think on every page.

The key to showing us emotion within a character is to climb inside that person to understand how he or she will react in a given situation. Every personality trait has a positive side and a negative side, depending on your perspective. Take a look at these examples and build a list showing the strengths and weaknesses of major characters in your story. 

	CHARACTER TRAIT
	STRENGTH
	WEAKNESS

	easygoing
	hard to ruffle
	slow to act

	silent, quiet
	thoughtful
	emotionally distant

	impatient
	decisive
	acts on impulse

	disciplined
	dependable
	unyielding

	sweet
	easy to know
	a doormat







POWERFUL CHARACTERS TEMPLATE 

The purpose of this template is to develop your main character(s) from the inside out (determine what they are lacking internally to be a more complete human being and what their core beliefs are) and to learn what drives this character (motivation) to action. A three-dimensional character strengthens your story and is the central, most important piece of a strong plot. Use the template for your protagonist (note that there are two protagonists in a romance), antagonist(s), and villain(s). Since they should be your strongest characters, allocate the most page space to them.









The Character for this template is:

----------------------------------------------------------------------------------------------

1. What two or three adjectives best define this character?

TIP: Not externally but internally.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

2. What does this character believe about his or her Everyday World (i.e., that it is a safe place, that they are an outsider, that risk is dangerous, etc.)?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

3. Is the character content with his or her Everyday World at the opening of the story? Why or why not?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

4. What would this character say is his or her strength?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

5. What would this character say is his or her weakness?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

6. What do other story characters see as this character’s strength?

TIP: Describe from several other characters’ viewpoints.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

7. What do other story characters see as this character’s weakness?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

8. If this character’s occupation influences the story in a significant way, what is his or her occupation, and how does he or she feel about it?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

9. How are you going to create (show) reader sympathy for this character in the opening of your story?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

10. What is lacking internally for this character, even if he or she is not aware of it?

TIP: This is tied directly to the Internal Character Growth you (the author) are planning by the end of the story for this character.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

11. What does this character value most in life and why?

TIP: This should play a role in motivation for this character’s actions.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

12. What do you, as the author, want as the overall External Story Goal for this character?

TIP: Sometimes the character knows what the ultimate goal is—find a killer, save the planet, reclaim the homestead—but sometimes the character is not willing to face this ultimate goal until actions over the course of the story prepare them to handle the effort needed to reach this final goal. This character will attempt smaller external goals first, such as find a clue, look for a missing person, agree to work closely with a potential love interest. Sometimes the character is very much aware that their one external goal over the course of the story does not change—find the bad guy, stop a bomb, save a historic building. You, as the author, should know the character’s overall External Story Goal, even if the character is clearly not aware of what their ultimate external goal is or how difficult it will be to reach.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

13. What will happen if this character does not reach his or her overall External Story Goal that you, as the author, know must be attempted?

TIP: Think worst case that can happen.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

14. What does this character want externally at the beginning of the story (his or her most Immediate External Goal)?

TIP: This character may think that one small step is all he or she needs to accomplish, but you know it is a step toward the character’s larger External Story Goal.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

15. What will happen if this character does not reach his or her Immediate External Goal? (There should be something at stake that creates an urgency for this character to reach or accomplish this first external goal, which will translate into motivation.)

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

16. Who does this character trust at the beginning of the story and why?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

17. Who does this character not trust and why?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

18. Who will this character trust at the end of the story and why?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

19. Give an example of how this character will change or grow internally by the end of the story.

TIP: This is the Internal Character Growth you as the author have planned for the character.

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------

20. What will be different externally for this character at the end of the story and why?

---------------------------------------------------------------------------------------------- 
---------------------------------------------------------------------------------------------- 
----------------------------------------------------------------------------------------------




POWERFUL CHARACTER MOVIE EXAMPLE:
The Bourne Identity

THE CHARACTER FOR THIS TEMPLATE IS: 
Jason Bourne (Matt Damon) 






1. What two or three adjectives best define this character?

Driven, determined, private.

2. What does this character believe about his or her Everyday World?

Jason believes his Everyday World is a dangerous place for him personally.

3. Is the character content with his or her Everyday World at the opening of the story? Why or why not?

Jason is not content with his world because he’s been shot, he has amnesia, and he fears his past contains dark secrets.

4. What would this character say is his or her strength?

Being decisive because that’s the difference between life and death on the run.

5. What would this character say is his or her weakness?

Jason’s weakness is his amnesia that prevents him from knowing the truth about who he is and what he’s done.

6. What do other story characters see as this character’s strength?

Marie sees Jason as dangerous, but sees his skills as a strength that protects them; Jason’s immediate CIA boss sees his training as Jason’s strength.

7. What do other story characters see as this character’s weakness?

Marie observes Jason’s inability to see the good in himself as a weakness; Jason’s immediate CIA boss sees Jason’s inability to terminate a target regardless of collateral damage to innocents as a weakness.

8. If this character’s occupation influences the story in a significant way, what is his or her occupation, and how does he or she feel about it?

Jason doesn’t know his occupation, but comes to suspect he was some sort of trained killer. The fact that he was a deadly operative with the CIA is a key factor in Jason’s motivation to find the truth about himself.

9. How are you going to create (show) reader sympathy for this character in the opening of your story?

Waking up with no memory and bullets in his back is something anyone could understand. Additionally, even though Jason has access to guns many times in the story he chooses to leave them behind. That shows that although he knows how to use a gun, his true nature is not to kill people.

10. What is lacking internally for this character, even if he or she is not aware of it?

Because of his CIA training, Jason lacks the ability to trust or to connect with other people.

11. What does this character value most in life and why?

Jason values his freedom and the truth; he hopes he will be able to attain both through the return of his memory.

12. What do you, as the author, want as the overall External Story Goal for this character?

Jason will have to face the CIA individuals who trained him and stop their actions or die trying to stop them.

13. What will happen if this character does not reach his or her overall External Story Goal that you, as the author, know must be attempted?

Jason will either be killed by the CIA or he will be on the run for the rest of his life.

14. What does this character want externally at the beginning of the story (his or her most Immediate External Goal)?

Jason’s most Immediate External Goal is to find out if the Swiss bank vault number found on the capsule in his hip has a clue to his identity.

15. What will happen if this character does not reach his or her Immediate External Goal?

The Swiss bank vault is Jason’s only current option for learning his true identity and someone obviously wants him dead because he woke up with two bullets in his back. Therefore, not reaching that vault and not gaining his identity is life-and-death important because he has no idea who is a threat or who is a friend.

16. Who does this character trust at the beginning of the story and why?

At the beginning of the story, Jason gives limited trust to the fishermen who saved him and treated his wounds, because he’s forced to accept their help.

17. Who does this character not trust and why?

Jason trusts no one because he has no idea who he is and he has no idea who shot him. He also realizes that he’s been trained not to trust anyone, although he doesn’t know why.

18. Who will this character trust without question at the end of the story and why?

Jason will trust Marie without question, because she stayed with him when she could have walked away in spite of knowing he’s been trained to be an assassin.

19. Give an example of how this character will change or grow internally by the end of the story.

Jason will change from a man on the run who fears he may have been a cold-blooded killer to a man on the attack who is ready to stop the men who send out assassins to kill regardless of the cost.

20. What will be different externally for this character at the end of the story and why?

By the end of the story, Jason appears to no longer be on the run from threats and he’s connected with Marie. 



POWERFUL CHARACTER MOVIE EXAMPLE: 
Pretty Woman

THE CHARACTER FOR THIS TEMPLATE IS:
 Vivian Ward (Julia Roberts) 




TIP: There are two protagonists in a romance—the hero and heroine—so fill out a template for each one.

1. What two or three adjectives best define this character?

Loyal, gutsy, and a survivor.

2. What does this character believe about his or her Everyday World?

Vivian believes her Everyday World is a dangerous place to live, but that she doesn’t deserve a better life. This world is as good as it’ll get for a girl like her.

3. Is the character content with his or her Everyday World at the opening of the story? Why or why not?

Vivian is not content with her Everyday World, because she never planned to be a hooker and she wants security without having to trade her body for it.

4. What would this character say is his or her strength?

Vivian would say her strengths are her personality and her determination.

5. What would this character say is his or her weakness?

Bad judgment of men; being emotionally gullible.

6. What do other story characters see as this character’s strength?

Edward sees Vivian’s strength as her ability to adapt to any situation and connect emotionally with people.

7. What do other story characters see as this character’s weakness?

Vivian’s roommate sees Vivian’s weakness as making emotional attachments.

8. If this character’s occupation influences the story in a significant way, what is his or her occupation, and how does he or she feel about it?

Vivian is a prostitute and does not like it, but feels it’s the most she can expect.

9. How are you going to create (show) reader sympathy for this character in the opening of your story?

Even though it means Vivian has to pin her boots together, scrounge food from the bar condiment tray, and must climb out the fire escape to hide from the landlord, she is still willing to help her roommate make up the money her roommate squandered, because her roommate was the only person who helped Vivian when she was desperate.

10. What is lacking internally for this character, even if he or she is not aware of it?

Vivian lacks the ability to believe she deserves a better life than a hooker.

11. What does this character value most in life and why?

Vivian values financial security most in life, because it translates into her own personal safety.

12. What do you, as the author, want as the overall External Story Goal for this character?

That Vivian will find security without trading her body for money, plus leave prostitution for a new future.

13. What will happen if this character does not reach his or her overall External Story Goal that you, as the author, know must be attempted?

Vivian will return to the precarious life of a hooker, living hand-to-mouth and at risk every day.

14. What does this character want externally at the beginning of the story (his or her most Immediate External Goal)?

Vivian wants to make enough money to pay the rent and the drug dealer threatening her roommate.

15. What will happen if this character does not reach his or her Immediate External Goal?

If Vivian fails to find replacement rent money, she and her roommate will be homeless and at the mercy of a dangerous drug dealer wanting to pimp them.

16. Who does this character trust at the beginning of the story and why?

In the beginning, Vivian only trusts her roommate because she helped Vivian when she had no one.

17. Who does this character not trust and why?

Vivian does not trust Edward initially, because men have always used her. She does not trust the hotel manager, because people in his position normally treat her like dirt. She doesn’t trust society people, because they look down on her, too.

18. Who will this character trust without question at the end of the story and why?

By the end, Vivian does trust Edward, because he cares about her and values her.

19. Give an example of how this character will change or grow internally by the end of the story.

Vivian will go from being insecure and doubting her self-worth at the beginning to becoming emotionally strong enough to demand a true commitment—marriage— from Edward at the end.

20. What will be different externally for this character at the end of the story and why?

Vivian will leave the life of prostitution to seek her diploma and a better life with Edward.



POWERFUL CHARACTER MOVIE EXAMPLE:
Pretty Woman

THE CHARACTER FOR THIS TEMPLATE IS:
 Edward Lewis (Richard Gere) 



1. What two or three adjectives best define this character?

Isolated, driven, ruthless.

2. What does this character believe about his or her Everyday World?

Edward believes his Everyday World is neat and orderly and that most, if not all, people are driven by money. 

3. Is the character content with his or her Everyday World at the opening of the story? Why or why not?

Edward is content with his Everyday World, because he believes that he controls his world by his ability to make money without emotional consequences.

4. What would this character say is his or her strength?

Edward would say his strength is being a powerful negotiator who does not let emotion cloud his decisions.

5. What would this character say is his or her weakness?

Edward would say he has no weakness.

6. What do other story characters see as this character’s strength?

Both Edward’s adversaries and his associates—such as the attorney—revere his business acumen, which is based on not allowing emotions to enter decision-making. Vivian sees Edward’s sense of self-worth as a strength and in contrast to her own sense of worth.

7. What do other story characters see as this character’s weakness?

Edward’s attorney sees Edward’s interest in Vivian as a weakness. Vivian sees Edward’s inability to see the human cost of his acquisitions as a blind spot.

8. If this character’s occupation influences the story in a significant way, what is his or her occupation, and how does he or she feel about it?

Edward is a very successful corporate raider who loves what he does.

9. How are you going to create (show) reader sympathy for this character in the opening of your story?

When his current live-in girlfriend in New York breaks up with him via phone on a very important day for him, Edward asks a former girlfriend a question about how he handles relationships. When she gives him a truthful answer he might not have wanted to hear, he tells her how lucky her new husband is to have her. He and this prior girlfriend have a warm exchange, indicating she doesn’t hate him, so the viewer is willing to believe he’s a decent guy.

10. What is lacking internally for this character, even if he or she is not aware of it?

Edward lacks the ability to emotionally bond with another person or to be intimate, so he never has a true relationship with anyone, either in his business or his personal life.

11. What does this character value most in life and why?

In the beginning of the story, Edward values power and money most in life.

12. What do you, as the author, want as the overall External Story Goal for this character?

For Edward to partner with the elderly shipping businessman to begin building something rather than taking over and dismantling the struggling company.

13. What will happen if this character does not reach his or her overall External Story Goal that you, as the author, know must be attempted?

Edward will continue the legacy of his father– destroying businesses and other people’s lives.

14. What does this character want externally at the beginning of the story (his or her most Immediate External Goal)?

Edward is driving an unfamiliar car and wants to find directions to his hotel.

15. What will happen if this character does not reach his or her Immediate External Goal?

Edward stands to be mugged—or worse—since he is barely capable of driving the car, and he is lost in a seedy part of Hollywood.

16. Who does this character trust at the beginning of the story and why?

Edward trusts no one at the beginning of the story, as he assumes all other people are motivated solely by money. As long as he continues to make money, and pay others, he will have people in his life, but not anyone he can trust.

17. Who does this character not trust and why?

Edward trusts no one because his own father betrayed his trust as a child.

18. Who will this character trust without question at the end of the story and why?

Edward will trust Vivian by the end of the story, because she has shown she has his best interest at heart even without any monetary expectation. He’ll trust the grandfatherly businessman enough to form a partnership, because the grandfather shows Edward the value of building a business over dismantling one.

19. Give an example of how this character will change or grow internally by the end of the story.

Edward will change from an emotionally isolated man who believes all relationships come with a price tag to a man who is able to love and willing to believe there is good in people like the older businessman and that Vivian’s love is real.

20. What will be different externally for this character at the end of the story and why?

Externally at the end, Edward will no longer take over companies to dismantle, but will now build companies and will marry Vivian.



POWERFUL CHARACTER MOVIE EXAMPLE:
Casablanca

THE CHARACTER FOR THIS TEMPLATE IS:
 Richard “Rick” Blaine (Humphrey Bogart) 



1. What two or three adjectives best define this character?

Cynical loner and politically neutral.

2. What does this character believe about his or her Everyday World?

Rick believes he can keep his Everyday World safe as long as he does not get involved with anyone else’s problems.

3. Is the character content with his or her Everyday World at the opening of the story? Why or why not?

Rick appears content, although others in his world appear to think differently.

4. What would this character say is his or her strength?

Rick would say that his strength is in being unemotional.

5. What would this character say is his or her weakness?

Rick believes that his past tendency to care about others is a weakness.

6. What do other story characters see as this character’s strength?

Ilsa sees Rick’s strength as being able to make decisions and carry them through. Captain Renault sees Rick’s strength as being trustworthy, that his word is his bond.

7. What do other story characters see as this character’s weakness?

Renault believes Rick is still a patriot, which is a weakness in Casablanca at this time. Ilsa sees Rick’s bitterness as a weakness. German Major Strasser sees Rick’s idealism as a weakness.

8. If this character’s occupation influences the story in a significant way, what is his or her occupation, and how does he or she feel about it?

Rick likes owning a popular bar that’s at the center of intrigue for those trying desperately to flee Casablanca, because he believes he’s in control of his world.

9. How are you going to create (show) reader sympathy for this character in the opening of your story?

All of Rick’s employees talk about aspects of Rick’s personality that he doesn’t show such as loyalty and generosity. He also makes sure his former lover is escorted home safely when she’s had too much to drink. He doesn’t betray the thief who stole the Letters of Transit and gave them to Rick to keep safe.

10. What is lacking internally for this character, even if he or she is not aware of it?

Rick lacks connection, because he’s unable to move beyond being hurt by Ilsa. He keeps both people and political causes at arm’s length, which leaves him emotionally isolated.

11. What does this character value most in life and why?

Rick values privacy and no personal baggage, because he lost his belief in others when Ilsa broke his heart.

12. What do you, as the author, want as the overall External Story Goal for this character?

For Rick to choose the Allied side in the war against Germany, and for Rick to help Ilsa and Laszlo escape.

13. What will happen if this character does not reach his or her overall External Story Goal that you, as the author, know must be attempted?

If Rick does not choose a political side he jeopardizes Ilsa and Laszlo’s lives, plus he undermines the Resistance movement.

14. What does this character want externally at the beginning of the story (his or her most Immediate External Goal)?

Rick wants to remain neutral. He wants to hide the Letters of Transit, because he knows they are very valuable.

15. What will happen if this character does not reach his or her Immediate External Goal?

Rick stands to be imprisoned if the Germans find out he has the Letters of Transit.

16. Who does this character trust at the beginning of the story and why?

Rick only trusts Sam, his piano player, in the beginning.

17. Who does this character not trust and why?

Rick trusts no one except Sam, especially Captain Renault and Major Strasser.

18. Who will this character trust without question at the end of the story and why?

By the end of the story Rick will trust Ilsa, Laszlo, and Captain Renault.

19. Give an example of how this character will change or grow internally by the end of the story.

Rick will go from being a cynical and emotionally void person bent on neutrality to a man who cares about people and feels love again. He is able to take up the sword to fight once more. He shows this by creating a situation that allows the Resistance leader, Laszlo, to escape with Ilsa. So though Rick found love, for the greater good he makes Ilsa leave.

20. What will be different externally for this character at the end of the story and why?

Rick will no longer own his bar, and it’s implied that he will return to freedom fighting.



POWERFUL CHARACTER MOVIE EXAMPLE:
Finding Nemo

THE CHARACTER FOR THIS TEMPLATE IS:
 Marlin 




1. What two or three adjectives best define this character?

Hypersensitive and overprotective father.

2. What does this character believe about his or her Everyday World?

Marlin believes everything outside his home is dangerous.

3. Is the character content with his or her Everyday World at the opening of the story? Why or why not?

Marlin is content to stay in his Everyday World of his home, because that is the only way he believes he can protect his only child Nemo. He’s also content to keep Nemo close to their home.

4. What would this character say is his or her strength?

Marlin believes his strength is in being an ever-vigilant father by keeping his child from harm.

5. What would this character say is his or her weakness?

Marlin would say that his failure once before to keep his family safe was a weakness.

6. What do other story characters see as this character’s strength?

Nemo believes his father’s strength is that he is a good and loving father who will do anything in his power to save Nemo.

7. What do other story characters see as this character’s weakness?

Nemo thinks his father’s weaknesses are his fear of the outside world and his unwillingness to let Nemo experience any of the outside world.

8. If this character’s occupation influences the story in a significant way, what is his or her occupation, and how does he or she feel about it?

Marlin does not have an occupation beyond being a single father, which is all he cares about.

9. How are you going to create (show) reader sympathy for this character in the opening of your story?

By showing in the opening scene (prologue) how Marlin once was trusting and excited about life before tragedy struck, how much he loved his wife, and how they are looking forward to bringing their children into the world.

10. What is lacking internally for this character, even if he or she is not aware of it?

Marlin lacks the ability to relax as a father and allow his son to experience life. He lacks confidence in his ability to protect his child and won’t let Nemo take a risk of any sort.

11. What does this character value most in life and why?

Marlin values his son more than anything.

12. What do you, as the author, want as the overall External Story Goal for this character?

For Marlin to find Nemo and rescue him, and in the process learn to live and function in the larger world.

13. What will happen if this character does not reach his or her overall External Story Goal that you, as the author, know must be attempted?

Since Nemo is Marlin’s only family, if Marlin cannot rescue him, Marlin will have lost everyone who matters to him.

14. What does this character want externally at the beginning of the story (his or her most Immediate External Goal)?

Marlin wants to get Nemo to school and back home as quickly and safely as possible.

15. What will happen if this character does not reach his or her Immediate External Goal?

If Marlin fails, it means Nemo has been put in jeopardy, which means his worst fear has come true— that something has happened to his child.

16. Who does this character trust at the beginning of the story and why?

Marlin trusts no one, not even Nemo, at the beginning, because Marlin believes that everyone is too casual about the dangers in the world.

17. Who does this character not trust and why?

As noted above, Marlin trusts no one.

18. Who will this character trust without question at the end of the story and why?

Marlin learns to trust others including Nemo; his new friend, Dory; the Sharks who are not eating him; and the schoolteacher who can now take Nemo off to visit the far Reef.

19. Give an example of how this character will change or grow internally by the end of the story.

By the end, Marlin is willing to take a risk to save Dory rather than shy away from danger or rush Nemo back to the safety of their home. This will show that he has become a part of a larger community and capable of living.

20. What will be different externally for this character at the end of the story and why?

Marlin will enjoy life outside his home, as well as have a better relationship with his son and the larger community of fish.





End of sample




    To search for additional titles please go to 

    
    http://search.overdrive.com.   
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