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tU12 nD Brtca dSdE fldhg
nEf,ql br )orr cfrractsfs wrfi (FEtrm tEr b.l|rvDf ad acb6. A{mg n cum (bcsdt nFm
be,lwhg hdr sanp mnrr tfooqluf fu suoeryhy. Pcopb oicn r-t h oodndlbry mys, dE
.nirre lEbiry fui caxe, fu rrd hniry f. hf, as Slrkespqp ore sail, the fuirH bc sonp
ffi. or scnsc. b Sei nrdrs. 
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Wlrb prrcbrrctrs sbuH bc aclivE, lbydn'tr'tbc hpc4ctrtmin Piroblchrcbrs drorfl-bc 

abrred to rcftctmllribdavirfomtb o tir, rnd adincs fuiflbe abilEd ino{bi
tb4lls. Vobc-orrr nnalixr k ore *ayto girc ardi:Ees h*tf ino prr chads ftqf.
Aneriwt hauy, Tci Diver d &tlzrvt bulevod ta al,rofulh rre rob+orrrs cisctirb.
Crpdig sc€NEs idriry prr clnracbr abrc b a t*lH*ayt ttW pr adi:re to opbrc tb
chur&trds cordb.ts. Th met mmrabb sccrr h tr{ilth Scafsqp€'s Tgi Mv* (197e b tb qr h
urbhTravir, wbHiShb ryiryibNdcd pbl prpds b coffi h6rr Fryomisq,t&
s0tdyhg hirctrh a nilor. Ifr crollim fiom dtfr b k&r b &aumbd nnc eftcthref rn& b b
abrc" slnwiryc bb aryuirh lhoqh soiary bu pontrfr! ubm

Paul Sdriader ls ablc to create
e ompelllng sbry even nhile
thc central cfiaracter is alone on
the gcreen.

Anlcdcn Filn hitr&

For miror chnracter$ di*igubhirg qrnftbs can be rerderd h sirpb, vbual bls. In Bry Wfiet's
Some Like It Hot (1959), br exanpb, tF nftbss garySer 'Spats" b known by hb iilncr&t€ rys
slneq $,h& hb doonpd rilal, 'Todpbk Clnrb,n b ahnlr srcn wlh a tooffpbk h hb np1ft

Ptrysbal rnnprisns ad hbf$ $Eh as a rrrvous stller or chah srnkig can abo b€ usd h yorr
screetpby to qubkly diftrerthte )orr charrcters Sr fte audhtce, u/tft iruodrcig ftgfin to irporbril
afirbrles oftlp charrcteds backgrornd.
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chancbfr proglGrj
Inpbf itfu prenrbe ofa story b
br fte confbt to chmx ard

Ift

rmrc brtr€d ad fiacnre4 tp beconrs nDrc vbbrr toward fu
socbty aroud hin In Frarft Capra's lt's a Woderful Life (1946\
C-reorge's goab h ffi--fratrcL cobge, bwirss'-are corsistcrfly
deraib4 badig hin to conFnfhte subile. TIF barniry process
Travb and Gorse m tlmoudr atrcrs ftel atrh&s ard betnvbr.
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Produ'cers...Mony Diverse(OPeiffonal Plotfo_rmg u*-rt*,rr,,ror, ciiprliry1.

r+rffi la-.i,.$r*;n"**o**\nffi ffi;gifr [i]itH,i*{"l:tt't,),.^^,
coordimtc,s, superviscs. ond coontrolSgnofters such os rcisiri,j furdiq, hiriaj kc! ty,$xut

fr HT],#-ffi #il"1*?:1ilil;lffiTffi"H,l?Tftffi !,:4f*
Thcrc noy be severql produccrsarc#ilnr who rncy toke q rolc in o runber of **s,f 'I!

such qs developnent, fimncing or production. Produccrs nnst be oblc to identify .^**;
comnerciol,.norketoblc projccts, They reed E kecn business sense, ord on intimofe "q/Cirkrlowledge of oll ospccts of fihrproduction, fimncirg, rmrketing ord dbtrihdion.
Prgglgccrp are resporsible.foq the overcll qgg[ly glglof productiorc. ..
/ 9u'r lhtuahls a-tz l,kz tlgtru-mctts *Acf pnov;dg(c44 serve\ w ut;+ILa &tllorve dt de

/ Oeuitat? o-arJocrocy of [8.,.0*r p.ro)eol* qte<4,]t! "++L., !fg.19r-l9t]t^4,nt., *chn;tr,55rr5,Scri6tino... 
o"rlaa ailh^,0.*)s't.dords,r,fi-r cata pltgl(io,,\,fd@AJar'ilvt.y, o/(r.rr i

t pl&l o^ W0P4S + +tj/-,. 01- plrra.Scls'*i4ut,acs+I,'r.i.Lrt.
The Cosrinj Diiector chooses the Actors for'the choriciirs of thc fihn. This
usuolly involvcs invitirg potentiol Actors to reod qn excerpt from the scrrp! for or
qndition. T4-J*.1,,,*,R + B,in(.*a.&3 D,ninie/a,r1 g,DisconJ.i/?

: 
" 
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ond rhe timirs ond contd+t?+#ffi-sffe#ri'fii6h*

he use.of't?tQ-r 
uru (

" F q&l (s.,,

greot desl of power,tlrey ore ultimotely subordirute to the film's Producer or
Producers. Sme Directors, especialfy more estoblished ones, toke on mony of
roles of a Producer, ond the distinction be,tween the two rofes is sometimes
blumed.
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Consu,mers...The At
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TF *Ji^g co-^ )n,h*f" Y^i')tio
of spcf f  s,. .
Yhz hucn
e( s,n5fi6^.., -ig",te fAe pa,s,oo a

Oversees the Locotions Deportment and its stoff , typicofly reporting directly to
the Production rtAanoger andlor Assistont Director (or eyen Director and/or
Executive Producer). Locotion rltlomgar is ldponsible for firuf cleorirg (or
guoranteeirq permission to use) o locotion for filming ond must sftcn essisf,
ProductionlFrlmnce Dept(s) in maintciniry budget manogement regnrdirg octuol
locotion/permif feesas well os fabor costs to production for hirnseff and the
Locotions Department of lorge.
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unfold in my lif e, ot times o portion of my childhood innocence
would be dispfoced by on htrmkcning omrwss'of the realities
of the humon condition. And while f see sigrns of the
odvancement of civilizotion, especiolf in science ond technology,
I really don't see this poce of odvqncem€nt mirrored in our
humonity towords eoch other.

As for bock os r con remember, r've olwoys questioned why this
is the cose. Whot is the source of the continuum of our
individuol and collective circumstonces? When I would osk
others obout the persistence of the prevoilirg stote of humon
offairs we commonly ref er to os 'reolity', I wqs ustnlly informed
by others thot reolity 'is whot it is'ond there is little if
onything thot con be done but to occept it.

As f begon to moture,T. grew increosingly Suspicious t'tnt thare
uuos someth i ng wrong-m inded, so met h ing'f undomento I ly f lowed,
with this woy of thinking, with this kind of ,mindset. fntuitively
f knew something wos omiss. Being o somewhot curious ond
plubing your€ lnon, f'd contemphte this mqtter from time to
time in seorch of insight into the 'stote of offoirs' w€ colnmonly
ref er to os 'reolity'.

By the time I wos t7 ye.ars old, the guest for insight into the
humon condition ond our collective 'stote of offoirs' hod become
o possion. I begon to lose interest in conventionol educotion, ond
yearning for o chonge, decided to join the U.5. f,Aorine Corps.
Upon dischorge from the iAorines, I wos offorded on
opportunity, through the 6.T. Bill, to pursue my possion by
ottending o community college.

ft nos during this exposureto secondory educqtion thqt I
discovered thot my possion hod o nome. I wos, in essence,a
philosopher. iSw...this is o declorotion thot con result in
questioning stores ond disbelieving looks. It is os if it's common
knowledge thot philosophers we?eo species thot once existed
but ore now long extinct. I further estoblished thot my specific
interest in this field wos in the discipline known os ontoloy.

Copyright @ 200+2@9 Dannis Berry
Copyright dischinrcr: Allcxccrpts; guot6, phroses, ord cqwnon scyirgs
of knoryn or ur*rcrn origin ore itolicizcd ord cncloscd in guototion norks.
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f tE story begnn ailer the \ftir's sctnme w aldy a lcmn ptoblem, tren pertEps re cq*l say tn ms tn s&.ls rnD, sd Bofil b ta|(h0 tF
lnfrSrle b dnnge ft, thereby rtcdng ltim tho mgone*. But moc Bmd frhts sGtfie smusquoasa peufitwolff scern krbv*rbhtnvtah i*afiGcfs
an elenpnt of dlrgd. O]f,y tEn doGs Bsd stri{ irb dion, b sbp rr,tnt il|e \flah b bdng b do.

So, slrply snppfg $e q*s d ffiB Ptmgot** ffil Arffigq*$ rryl hn e a trsspndqs *ct on a lbro and Vldn, eYan thugh d ilre ottnr qnfides
rermhfie snn.lf pu trar€ or*y beoncr€drgthesgrffi l{eru andViialn, thbonebclrnipealornniloprn meru rnwccativeremps.

,ffitlffinr'-w

t{ourhowlnrrcfircdd}ou pqP BUwdU Thor€'s npte.... Stpposwe puttp H@or*sarderEwr*nqlaf*x H(hilrriu$dphcesafidEyarpdtar
klrd of sT:

Hcro: Pmtegmist,lnfii',xr Chsrfr, Cerilnd Clrer*br, Good Gtry

Vfrft anlapntt nedn C|.Efr'rjfir,,Seon&lbst Centrd, Bad Gry

t€r€ m hfrB set the \llain rp as the llah Charmer. vvldfi basbaff nnans thd tle radr tr audere expefums tle $ry iltror{tr tte V|ldnl rys,
and, &at tha vlein b fie orp grrppftU wnh 0re morC demrm and thc lbm b tlp one ryilE b chengp t*s wofi vinw.

Niltrffi lrftf$tg, isnt m Agpod erryb of tl*s arangBrnm bA Ctuismas Camr, h urfffi Scroogo b tF Bd G[Jy, s|ffikE dle Mord Dtemrnu, re
seettirqsfiomhbpGilitll,atdhebheAmOonist q/irgbB[astopbthemedfirgdtltedrstsardgetfrshtsqDbeckbrurnrl.

Ttp Gftoel$ corqinty, bm fr Flerc of tE slory, tEldng fi6 iniliativo b cfiilgp ssooges h€rtrE8, tytutg q cftafs lrb *dbde, rd qriry b & uF ritt
trlrg b sormom obe, eren tnt$r ilEy wr't heh fiernsehtes (cb** GooGQ.ry rnentdity).

TtE EI orp drer cftdtgt h tgl sbry tE &ssnt rffii fE Xrery |isbd abon, tpwewr. Scrooge b abo $o Centrd Cfnlsr srd tha Glrosts ara the
Sccond f,Sst Cerfial So, ilre rcper srar|gprEn[ d WCfi:s in A Clrtstrnas Camrwqff look lib trls:

HGro: Hotagordst, tnlhrene Ctarrmr, Sacm6rrost M,Good Guy

\lfrr nnago**. lirh Characler, CdffiC,,E/e#, Bd Gny

nisasnph ltasseri€db trhffifiatyurdonthetabSndpur*lf bcrqtrpiustoneqnfry, hrinht,cgr n$rgtd mfthS€rnlnerrycorlrhlbrl
you wrtl FnBolre tte rcftn*tst

W@ytuaryW

S,0E€b(xte nErD kftdof ffirlnt||echssbll€roardVlainwe hne rny€taddr€ssdatd: GoodGqtandBadqry. Bdonuigwclrnp
&n6sob,yourfitf asemrewor*lsinplywrtbmpttmeMoralsand,bbesr€,recot*ldo0|at

lfcro: PmEgonid fi|frn'e Charsr, Cenral Char*br, N Guy

Y{lJr: eeoni*, ltrin Characbr, Sasrd-lrosr Cilfrel , M W

Nm pu tm'C a llcro f|at b, podrapE. more d tln chssf: Arti-l#ro, sofireftfotg fb fie lhin Chancur in lbd Driver. Ftel3b a dEhrted Hhriid rruho b
rsdcrs|rdt pcilond Bteseutc|mhe smps krbafamasyutot5ardst3bt|e hermdodE]s. Bu, he brHnhfyrre CerfrdCnsacar, and tp bilte Main
Chracnr.boca.ewe saeth srythror$t hCeyesg|d tp grapgleswih fp moraldbmtna" Ho babou|e nmgq**, becarse he btleornrdrodo
the hlhtive.

l{ql vrffemmfrdofidsilrplyGootl GutlBdGtryffip, fprebsomefting affidilbtentthd rearyopenstpthegnnn...

Wtu f re rm|e ffii ctnr*Ers Good qryt?You lcmrtr, p* bemte two people dliagteo doesnt rno8n om d&orn hcb be opcrdtg trom t hhnt
Ttt€yrd(trtbdr hil,lthebestilrensils otdE'sparafin rtrinfFirn$n6. y€tdfrBrhtr|ef v*rwsdlwbmr4ffshttr*.

So, il one uren0s b hff a dam m fie fwr t|la rms tlrugh tn sfld buun in whidr he gnw up in orhr b er|d fie pol,Grty mder vfiidt tds popb alre
sftriqg, andnr d the btlnb &rs fldgf[ bc dca.l's6t agnlnst it bccause he belaes t wqfi nfrt fie smdstim afrircpher€, sd anen if St3 pcoph
tnra rme sut€y, il rmlsrt be worfr Iy*U Uurc anyme.

CleirUbdtde Good qrys, y€t htheefutbacfibvefiegpd, Snyue d*n€ficafy0Dpo6ed. The nnngflqb ht*lt|c (hm bfE P'mgoniil. The rnn
q,ing b sbg t b ote ftfia0ofH.

P.tfrrertl#lqfinr

Olay, letttab fie enmple &ve and usathe fre€tbm ddth*rve have leamedb firslftn tto corrphly ronsrcoqpfoalcfru*brs.

First, rn *cady halre the mgonist fyirg b bt*lfie dan and the Arfagpni* fying b silot
mo|€ lmportantad nnnrorabbdftetrc. Yor m&tr|bclFb byplddrE Era ornyoufind, Gonbtcl

Hi

G. Sod |irnft a God Guy, b dl tb Caid Ctrlr., cont|r5 b c.iy nr l|!|tlr ttEra !S.L hr I n ato.ar.,L. O-r. P|!Flc. 1
\ ||| s dgy, tr IruCDn r.F rir oudr htr A. - tr ndftn b i|tbmhg. (+ cfrr{.tlr d, rklr cd''. C,o(^l"5?r-. - /CtllU*i'rl
a - -:- --- c.orrccirvt> 7 !s.
) n co;u, ur lryilrtprtl|lr orr |!Irl|rE! b cfiiTr -dr nuir*rrir5 n-*rth r!!rq! abmr||t*l.btr !D h{iefiory \"orolr.*,'i.
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Hero is a Four-Letter Word http ://nrww.writersstore. com/hero.is-a4-letter-wora
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Oerrr r cbt rib ArEd*r rG r Cdd lEr Clae!., hro tbes.dl tD!lli!.r'l! lirpt Frba r gEd FEgdG o.l tlE !!ryb dE
fld?oratmba@t

Fhry, you &irrtir il bdr rr! Goq, Gute B- Gtt* or t m b Good drt (ftd Bd.Ifa chota rl q-l o|i rhdra. you fi yo.. trbrE (|'
fldr b lard h dr $6s oa r Gd F4.cOJq .. rar D.. mhjd XllnlSh th. A{fi,r, a h llc rlE dtr 8d Fr|rldr. asfi SGDg. hl
Clrtdna! Crd.
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Be a Story Weaver - NOT a Story Mechanic

Too many writers fall into the trap of making Structure their Story God. IEE'r-g93y!n8gA
structure is important, but paying too much attention to structure can de$1of your story.

We have all seen movies and read novels that feel like "paint by numbers" creations. Sure, they hit all
the marks and co\rer allthe expected relationships, but they seem stilted, uninspired, contrived, and
lifeless.

The authors of such Fdestrian fare are Story Mechanics. A Story Mechanic is a writer who constructs a
rPI ,git yerej-1rn1line, Starlins w!!l' a blueprint th"'g;!9rsa,19*,1r" f.essa$m.?tlg
compnents, assemhlgs the gears and pulleys, tightens allthe structriral nuts and botts, and then tries to

.- r=- F -

make the storylntere$Lnl_lpth_a fancy paint job.

t But there is another kind of writer who creates a different kind of story. nese Story Weavers begin with .
subJqgts or conceets they are passionate about and let the structure suggest ltself from the material.
They see their players qs people before they consider them as characters. Events are happenings before
they are plot. Values precede therne and the storyjevelops a world hfore it develops a genre.
j----

A book or movie written by a Story Weaver is involving riveting, and cornpelling. lt captures the fullness
of human emotion, and captivates the mind

This article will explore how to be a Story Weaver - NOT a Story Mechanic.

The Story Weaver's Method

First, clear your mind of any thoughts about characters, plot, theme, and genre. Avoid any consideratlon
of character aJc, hero's journey, acts, scenes, sequences, beats, messages, premises, settings,
atmosphere, and formulas. In short - don't give structure a second thought.

rf@ ?jrorld in which pe@ct, things hapqen,
the environmentj:!!!@,i-ng. To do this, we'll progress througllgl different stages of story creation:

d-F

tnspintion, Develop!!_ent Exp63iii6-n, and Stol4gllgrg. 
- *-

Inspiration

Inspiration can come from many sources: a conversation overheard at a coffee shop, a newspaper
article, or a personal experience to name a few. And, inspiration can also take many forms: a snippet of

Idialogue, a bit of action, a clever concept, and so on.

lf you can't think of a story idea to save your life, there are a few things yql can do to goose the Muse.

First of all, consider your creative tirne. Some people onsistently find inspiration in the morning, others
in the afternoon, evening or even in the dead of night. Some people are more creative in the summer
and can't write worth a darn in the other three seasons. There are authors who work in cycles and those

Fl I PagelofT
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There are many Story Weaving techniques forthe Development stage, but one of the most powerful is€ - - - - -  - -
lre'sslvgvorrd bevond wh?til tPeiqtrXffie3f EEN;e | ; akn,/-, l& ; .gg';t': 719

As an example, let's use the log line from above: "The marshal in an old western town struggles to stop a
gang that is bleeding the town dry." Now let's see how 1vq can expand that world to create a whole
group of people who grow out of the story, some oTwhom will ultimbtely become our characters.

The only specifically called-for characters ane the marshal and the gang. But, you'd expect the gang to
have a lbader and the town to have a mayor. The marshal might have a deputy. And, if the town is being
bled dry, then sonr€ businessmen and shopkeepers would be in order as well.

Range a little wider now and list some characters that aren't necessarily expected, but wouldn't seem
particularly out of place in such a story.

Example: A saloon girl, a bartender, blacksmith, rancher, preacher, schoolteacher, etc.

Now, let yourself go a bit and list a number of characters that would seem somewhat out of place but
stillexplainable in such a story.

Example: A troupe of traveling acrobats, Ulysses S. Grant, a Prussian Duke, a bird watcher.

Finally, pull out all the stops and list some completely inappropriate characters that would take a heap
of explainirg to your reader/audience if they showed up in your story.

Example: Richard Nixon, Martians, the Ghost of Julius Caesar

Ahhough you'll likely discard these characterc, just the process of coming up with them can lead to new
ideas and directions for your story.

For examph, the town marshal might become more interesting if he was a history buff, specifically
reading about the Roman Empire. In his first run-in with the gang, he is knocked out cold with a
concussion. For the rest of the story, he keeps imagining the Ghost of Julius Caesar givirg him unwanted
advice.

Thls same kind of approach can be appli€d to yo{r log line to generate the s.nts that wlll happen in
your story the values you will explore, and the natur€ of your story's world {which wlll become your
gcnre)' 

l: a saftint $orth o$ th.- mzo.ninT or p,tpot? (ot I a,.rr-lnr) furnExposrtron' ,"?t;tili:;^';:i*Iri{1ir*i!;frtrf'J:ilrt"o7i*v,*ri,#::"^e*{ni,r3.- -
Thc thtrd stage of story wcavtng is to hy out an Exposition Phn for your story. By thc ttm€ you $'ffitffn[ff
complcle the DeGlopm€nt Stage, you will prcbably have e preny good idca whrt your story ls abo$t,
But your audiene knors nothilq of it - not yet - not umil you wrlte down whrt you knw.

t21
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Of course, you could just write, "My story's goal is to rid the town of the gang that is bleeding it dry. The
marshal is the protagonist, and he uhimately succeeds, but at great personal cost."

Sure, it's a story, but not a very interesting one. ffyou were to unfold your story in this prfunctory style,
you'd have a compkte story that felt just like ttratfpaint by numbettlpi*rre we encountered ear{ier.

\ /
Part of what gives a story life is the manner in whichEtow pointjare rwealed, revisited throughout the
story, played against each other and blended together, much as a rnaster painter will blend colors,
edges, shapes and shadows.

As an example, let's create an Exposition Plan to reveala story's goal. Sonretimes a goal is spelled out
right at the beginning, such as a meeting in which a generaltells a special strike unit that a senator's

. " l_, daughter has been kidnappd by tenorists and they must rescue her.
I,arce4S

I Other times, the goal is hidden behind an apparent goal. Sq ffyour story had us.d the scene d€scr{bed
Ijc, ff3 8bdre, it mlght twn out that it was rcalv just a cover story and, in fact, the supposed "daughter" was
I rdWQ adual|y an agent who was assfned to identifu and kitl a double agert wo*ing on th€ strike team.
?firt.3

& " Goals mty also be nevealed slowv, such as in The Godfather, where it takcs the entlrc film to realize

txf^U that th. goal is to keep thc famlly allve by replacing the aging Don wlth a yornger member of thc family.
(ei5ci'ctlttt{ 

Further, In Thc Godfather, as in many Alfred Hitchcock films, the goal is fiot nearly as important as the .
- - Y. . chasc or the inside informetion or the thematic atmospherc. So dont feel oblbated to ehvate errcry
cxaltdtA' storv Doint to the samc level,
^ fft.*)
C o let your imagination run wild. Jot down as many instances as come to mind in which the partiorlar story

,r@FfgEg'4gp3y.sfSt "*nr,'o."nr-.r@"nrr..n.59gg(SaCpglont9r-., r -.1

z I ;E 
pE4@E!!i$qt!qteh. p:t[i#;]*ffit,'it:t!,I"##X,ti!ltl!iii,W'tm;u>

- -  -  -

I 
I 

+ 
{one orrhe besr ways ro do rhis. b to coniiderhoi, e:ch.rTllgqgcltSlEg9llgr stglY qglg. ro,

P I ? _

i L$.J examph, eadt dranct.r sces the overall goal as a stcp ln hclping them ammplbh their pcrsonal goals.
c I . 

-i' 
So, wlry not cr€ate a scenarb whcr? a charact€r wistfully descrlbes his pcnootl goal to another

l f$tcae6 -L-- j--. . ,r i :r^ -.#!-- - .^,.- j  -  -^a-.r- tu--^^^--r^!- ^r^.- ^-- j-- , .  -^,-, I 
' -T-- ch.racter while sitting around a campflre? He can explain how achianement ofthe orerall story goal will

,
i I O f An enmple of thts is in the John wayne classic movie, The Scarches. John W.yncb character asks an

3 l1pl^te* 
old, menttlly slow ftiend to help search 60r the missing girl. Findlng the gld is th€ ov.rall goal. The friend

- | t has a personal goal: he tells W.yne that he just wants a roof orer hls head and a rccting chak by the

r l l

{ I t, | | r, tr help him get what he personaHy wants.
. lcgnj&lH'ur

. I 
r.rrrr.r 5rror. rrE rrrE rr.trrc rtr.! rrcj vsr rrt) rrscu o||lu ar l(rsr|ng cnar Dy Iu

1 irl..ti1 ftrr. !$ {ggEer secs his padidpatbn in the effort to achieve the goalg thr means of obraining

1 | p;.4pd slusttlsipErygllvlJo'vdlt ,1-? r, r--..^- ̂-,r,rffixtiffiffipmg*axffi
,t^"d;ry Pii[ #li;,l*'^* *-*:l ;n ' &i"*'iar sr u*ftj WJf:?"

W,lfi'###l#dt*n,ffil{-'dffi 'ff



By the time you've created an exfrition Plan for each story point you worked on in the Devekcpment
phase, yq.r'll have assembled a huge number of events, mornents, and scenarim. There's only one thing
left to do: tell your storyl

-.r *gggllilgrll qgjli-fqgglgd ejglgryr. lt,gcogpgggr style, timing, Ugl5_gtryls1g[v p$$s
into full-bodied scenes, sg!!g!S s-tILEgLe, Blammar, vg abujrry, and god old-fashioned charisma.

Story Mechanics often get stuck at this point. They write one great line and hcorne so intimidat€d by its
grandeur they are afraid to write anything else lest it not measure up to that initial quality.

-| Fact is, you're only as good as your own talent - GET OVER lTt Don't grieve o/er every phrase to try and
make yourself look betterthan you are. Just spew out the words and get the story told. Something not
up to snuff? That's what re-writes are for!

+Get in touch with your own passions. Egbd S ilbgg g E$!g!g!e human b.!3g,. But we quickly fearn
that the world does not appreciate all our emotional expressions. ln no tjllg, Ile {gglop g Wle Eg oJ

Elraviors that dgl't tglV r"grt wlo E regltV are. But, they do hefp us get by.

Problem is, these f3!9s presentations g 
"lt 

selves Upgar tg F orlrg3lrglver g"ryle q!re. So.
they give us presents we don't really want, make friendships with people we don't really like, and even
marry people we don't really love!

rls false life ye danelop ls a mas!, but by nqmcans is it ahrays a well-fitting one. In fact, it chafes

4!rtt!" 9at9:Tlglm6i-ionarlniGtro"s"ru u" "t'r'"*g_n-g:6;r6.,ry*,lglt""gl. ek @t
This false life we dwelop

against lhe real "us." The emotional irritation could be eliminated if we removed the mask,
mflht lose our jobs, friends, and lovers because they might find the actual people we are to be total
strangers lnd not someone they llke. .t Jt!- , '*..;;,,""-il,*;;;d'ili,.:*:I***u',#fi i.ft 'lfi u'mt
'ou6elves." In fact, after a time, we for8et we are even we-ilng a mask. We come to believe that thls is
who we rcally are.

l{o!v, try getting in touch with your passions through thatl the mask dampens any emotlonal ene.gy we
have and our wrlting dribbles out like pablum.

Wanna' really be passlonate? Then try this: Lod( the doors, take th€ phon€ d the hook, search for
hlddcn video came6s, and then sit dol n to write. Forjust one page, wrlte about tfie one thing about
yourscff you are mo6t afreid that anyone would ever find out.

8y writing about your mo6t shameftil or embarrassingtrait or action, you willtrp rlght through that
mask into the your fie€llngs. And a gusher of passion will burst out of the hoh.

Once you know wher€ to flnd the oil ffeld of your soul, you can drill dorn into lt any tim€ you like. Of
ge, ryjEg v:y o:gg f-r Sty:I, Ugu ry!rylJncks in the mask. Evemuaily, thc darn thing
ryllsttatt* "tt"g$lt.t, 

t:gES t3 ry:o bc anyone lglJgg[wtth your bGs, your fiiends, and
your lovcr. Downslde dsk: you mEht lose them all, But, you'll be a hr bettar s'rtter.
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And finally, go for broke. _Exaggerate3{ g gg]!!-ne vou I !9 tF 
"n*q. 

lt is far easlglggg
overbtrrd and then temperi Wthan to und,erplay yoyr wot and have to trv qn9 beef it
up.

Remember, there is only 9!e gllgal 911 ,lsjgry y33yll& and that It E1!1e yo'f r ."di""*!

There are far more tips, tricks, and techniques than we can fit into this single article. But by applying
even these few, you will be well on your way to being a Story Weaver - NOT a Story Mechanicl

Writing Exercises

Inspiration:

1. Keep a log of the times and places you are most inspired. See if you can spot patterns and trends to
help you scheduh where and when to write.

2.Trythe Synthesis Technique. Subiect yourself to twb different sources of information, such as reading
a magazine while listening to a talk radio program. Jot down the creative ideas that come to mind.

3. Write three nonsense words, such as "Red Dog Rover" and list as many different meanings as you can
for your nonsense phrase. Look o\rer the list to see if any spur ideas for stories you might want to tell.

Development:

1. Write a short log line, or get one from a W listing, and expand it from what is stated to what is
inferred.

2. Take the expandcd log line and add your own materialthat is consistent with the log line, but was not
inferred at all.

Exposition:

1. From a story you have written, or a story idea you are developin& devise 5 different ways of revealing
the nature of the goal.

2. Devise several ways of rerrealing other story points, such as your Main Character's person problem or
drive, the consequences if the goal is not met, or the moral conflict at the heart of your story.

Storytelling:

1. When all alone, write about your most embarrassing or private secret as a means of getting in touch
wlth your passion. (Be sure to destroy allthe materials when you are donel)

2. Take a paragraph from something you have written, then re-write it in an exagterated manner. Put it
way over the top. Then, tone it dorn to a reasonable level and compare it to the original. See if some of
the changes might actually work rnore passionately than the first draft.

@ Melanie Anne Phillips
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Story Weaving - Story Structure for Passionate Writers viiaol;2".1(i.+ n.rlc.$ ftro boni,q
fS|X.*$,.i$j:.nrgrr.+1e*c,a 

/ r e"r;"r
We allknourthet a sgtlg$s ryyF gyre. Brt no one re.ds a book or goce toa morietolnjoy. _--J
sood structurc. And no ggthg ygllbecause hq or she E !1!51 P Ery sre.t structur€. Rrther, iYiT**l
ry. "ld "uthop 

come to oopoclte sid". { 1..]I, + {{firusstons - q! ry q1gt to Liailinrrr...

*F"P;$ #,W.:"*;-
wn"t ara*, us-tdisiori in ri'irii ptace is 8ur'ai{ricuon t6'ttre suuicct'mattcr and ifrc styh. n *\ irpd - larrcT

audlcnce, we might.b. lntrlgued by the potcntial applications of a new dlscorcry of sdcncc, the \ ffi,
exploratlon of a newly rediscorcred ancicnt clty, or the llfe of a cele$rty. fe.{qil\ lorr,a taut mF.w,l ot.rf /
atulnlriruromance,oradrlringhorro,'*.tlf.d###jt#ffi [T1'.,;j,|W,;,cdt"l-t
As author what lnspircs us to write a storv mav ue i uiloi'aE6ii! 

-nilia 
in a restau6r*, . ndton fo r i rVl

a character, a settln& tlm. period, or a c'lerrer twist of plot we'd llke to explore. Or, we mbht have a
depseated nccd to exprcss a childhood experience, work out an irational fear, or make r publlc
statement about a socjal lnjustice

The attempt to ensure a sound structure is an intellectual pursuit. Questions such as "Who is my 6e5o, lcd".,,
Protagonist?" "Where should my story begin?" "What happens in Act Two?" or uWhat is my message?-'t i ' ,

No matter what our attraction as audience or author,gqr E$!9ES g!g39r our iqrasiTations:t{til')
should an author worry about structure? Because
flawed or even broken, then the passionate expression from author to airdience willfail.

slructure, when cggqd properly, il,ry!g!!!-e, sg11s 
"J,,r-?1.!rtl#r 

qSLtFt dgjyels tE p@ t . )o^^t- -
to the audience. But when structure i! flawed, it adds static to the flow ol emotion, brgraking up and 

' 'J#

@ury ryguft ,L" o"''ilt" uJvit'"t tfiiaieG @]no@" @-'uir'ffi;;fi;: nciie
-  

-  
'  

-  
- '  -  

F  G  r - l  - .  -  -  
, . a

X;rrrnA"rsfcr\.b,l
aF *fre sfrrecluJ

re,ality leal;A
fo r',ii/,lr*,rt,"o

Pfi 
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force an author to turn away from his or her passion and embrace logistics instead. aF *{,e:fr,..lafr
carr leoA to a-

As a r6uh, authos often becomes mir€d inth€ nuts and bohs of storytcllkE, starhg at a bl.nk patc-g 
i-{9,1*bcceusc of a |tck of inspiration, but be6us. they can't figurc out ho{, to mak€ thclr passlons m.k. 

'Alf+,Pt?5S

J

sense.

wor€, the rewdtlng proccss ls often gruellng and frustratln& fo.clrr3 th! author to acolpt unwanl"a cf ,li{tfo{

dranges in thc fld of emotion fior the sake of logic. So what is an author to do? ts there any way out of 
i|iiJ;;tthls dllemma? q^-f Ct. 

""
Abcofuteryl ln fact there ar. quite a number oftechniques that can accommodate the demands of 

iichrc "'

struc&re without hobuing the Muse. In my StoryWedvirE seminar the cntlrc foqrs is on the dlffrrunt
apprordres that can b. used to derrclop a sound story without undermintrE our creative drtvc. But of all
d thcic, therc ls one that rtands abo\rc the rest.

Triddu the Muse: The CrcatMty Two-Step

ts7



StoryWeaving - Avoidlng the Genre Trap

A @mmon misconception sses genre as a fixed list of dramatic |llqulrericnts or 8 rEid structural
template from which there c.n be no dcviation. Writer laboring under th6e r€strlctiofls often find
themsehrcs bored-ln creatively, Ihcy become snared In the Genre Trap, cranklrE out storlG thst.re
Indistingubhable from a whole crop d their contemporaries

In fact, genre shqrld be a fluid and organlc entity that grows from each story individuaIy. Such 3torbs
are surprisirE, notablg memorable, and involvin& In this artlcle, you'll leam a ncw flexibli tcdrnique for
creatirE storlB that .l€ unlque within their genres.

Hd, we Fall Into th€ Gen|€ Trap

The flrst step in escaping from the Genre Trap is to understand how we fall Into it in the first pl.ce.
Consldcr how wrapped up you become in the detaih of your story. You slavc ovlr errery plot poin!
strugde to empathlze with every one of your characters, and perhaps wen tdare over the effort to
instill a passionat. theme.

Thc probkm is, you bcome so buried in the elemenB of yourstorythatyou lo6c sight of what it feels
ll*c as a whole. fu while every plec€ may work lndlvidually, the overall impact may be fragmented,
in@mplete, or inconsbtcnt, To avoid this, we fall back on "prqren" structures of successful stories in a
similar gcnre, We cut out parts of our story that don't fit that template, and add new s€ctiorrs to flll thc
g8ps. We snip and hammer untll our story follows along the dotted lin€s.

And b and behold, wc haye fillen into the genre tr.p - taking our orlginal new idea and m.klrE it just
like somebody elsc's old idea. Sure, the trappings are differ€nt. Our draracters heve different mmcs.
lhe Ug battle behreen good and evil takes place in a rolbr rink instead of a submsrin€. But und.rneath
it all, the mood, timber, and feel of our story is just like the hundred others stampcd ost in the 3rmc
genre mold,

A t{ew D€llnition of Gcnre

Rather than thinkint of your story as a structure, a template, or a genre, staqC bac! a t*t and look at 'r,rg

LE|]r sg[.s it a.Pg9t6 tgyojr reEb!, 9J audlence. To them, every story has a pcrsoirality of its iln, 5 f2.05
almost as lf it wer€ a human being. Frcm this peBpcctive, storhs f.ll krto peEonality typet just llke rcal Dqt(
peopl..

Whcn you mcet somcone for the first time, you m8ht inithlv chsslfy them as a l{erd. a Bully, a
Wisecracker, a Phllanthrodst, ora Thinker. .

fhesc, of course, a|l just firrt impcsslons, and if you get the chane to spend somc tim€ wtth e.ch
pcrson, you begin to disco\rer a number oftralts and quidc that set tham aprrt fiom any other
indhrldual in that peBonellty type.
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Similarfi, when you enaounter a story forthe first time, you likely classfi it as a Western, a Romance, a
Space Opera, or a Buddy Picture. Essentially, you see the personality of the story as a Stereotype.

At first stories are easy to classifo because you knownothing about them but the basic broad strokes.
But as a story unfolds, it reveals its own unique qualities that transform it from another faceless tale in
the crowd to a one-of-a-kind experience with its own identity.

At least, that is what it ought to do. But if you have fallen into the Genre Trap, you actualfi edit out all
the elements that make your story different and add others that make it the same. All in the name of
the Almighty Genre Templates

How to Avoid the Genre Trap 
4:

Avoiding the Genre Trap is not only easy, but creatively inspirirg as welll The process can begin at the
very start of your story's devefopment (though you can apply this technQue for re-writes as well).

Step One - Choosing Genres:

Make a list of allthe Stereotypical Genres that have elements you might want to include in the story you
are curentty developing. For example, you might want to consider aspects of a Western, a Space Opera,
a Romance, and a Horror Story.

Step Two - Listing Genre Elements:

List allthe elements of each of these genres that intrigue you in general. For examph:

Western - Brawl in the Saloon, Showdown Gunfight Chase on Horseback, Lost Gold Mine, Desert,
lndians.

Spac€ Opera - Time Warp, L.ser Batth, Exploding Planet, Ali€n Race, Sp.eshlp B.ttL, Andent Ruins"

Rom.nce - BoV Meeb Glrl, Soy l05e5 Girl, Boy Gets Gid, Mlsunderstandltu.liemtcs 8oV ard clrl, Rival
for Gid thrtrs out Mlslnformation, Last Minute Rerreal of the Truth leading to Joyful Reunion.

Honor Story - Sari6 of Grizzly and Invcntive Murdr6, The Evll Gradually Cloc6 In on the Herocs, Scary
lsohd Location, Massive Rainstorm wlth tightning and lhunde..

(ElejEt sogg ggle elements fr algut settln& some abgl action, and sonre aEgJ ctrancter
relationshigs. That's why it is so hard to say what genre is. And it is also g!y!99!!S glgenre gg_story,s
Pgr,rolality trneF g_o g4L_

Step Three - Selecting Genre Elements:

From thi fbB of elements you have created, pick and choose elements from each of the genres that you
might like to actually include in your story.

ff 3 
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For examft", ,rorn Western you might want !ssr! gofd Mine, Dese$ and Indians. From Space Opra you
might choose Spaceship Battle, Exploding Planet and Alien Race. Romance would offer up allthe
elements you had listed: Boy Meets Girl, Boy Loses Grl, Boy Gets Girl, Mlsunderstanding alienates Boy
and Girl, Rivalfor Girlthrows our Misinformation, Last Minute Reveal of the Truth leading to JoVful
Reunion. And finally, from Horror Story you might select Scary lsolated Location, Massive Rainstorm
with Lightning and Thunder.

Step Four - Cross Pollinating Genres:

From this Master$t@gl_emen$ that you might like to include in your story, see if any of the
elements from one genre have a tie-in with those from another genre.

. !  r

For example, Indians from the Western and Alien Race from the Space Opera could become a race of
aliens on a planet that share many of thd gualities of the American Indian. A{rd, the relationship

between the boy and the girl easily becomes a Romeo and Juliet saga of a human boy mlonizing the
planet who falls in love with an alien girl.

Step Five - Peppering Your Story with Genre Elements:

Once-ltou've chosen youl elements and cross-pollinated others, you need to determine where in vour
- - - - -  - - - - -  - 1 -

stely to place thern. lf you are stuck in a Genre Trap, there is a .tendency to try and get all tlrc genre
? -  - : - e  -  -  + - ' . n  

'

elernents wo*ing nght up front so that the genre is clear to the reader/audience.
- a l F ? - -  -  .  - -  G -  >

tl!-t '!iL: tgJm g_*ggf everythins t['ei:g ry.gt 1ryn gsggl a:yg B.!iqll!er.!!s rlltlgtgjsllgol^, g
> - - - -  >  - - * = _ -

It Ls more like a resume than an introduction. The effect is to overload the front end of the storv with--*----- * -
mone information than can be assimilated, an4 have nowhere left to go when the reader/audience- -  - -  -
wants to get to know the story'sFrsonality better as the story unfolds.

- - t

event l;ry-
$, 4" il!@" 4$g |lgy:lgty q9!!tilv:ut plot }!l gjry prrncipalcharacter mggentsg
trq$!, dlscorgry, or con!!!ct. Now, into that timeline pelper the genre elements you have developed- .4 f  

W -Zz- : : ' -  - - ' ' ._ , -  -  - -  - . - -  - - r_-tyvyr 19[' (D^+J; it ,.. discDt/ery.,, grno.fth
For example, you might decide to end with a massive spaceship battle, oryou could chmse to open with
one. The information about the Alien Race being like the America Indians might be right up front in the
Teaser, or you could choose to reveal it in the middle of the second act as a pivotal turning point in the
story.

Because senre elements4 ogtmospheric in lalure, t!"v.affg"eqty bgplr*diust about
Cnwvhere without grcath affecting the essential flow of the olot orl!"-Eg3gi$ggr frr*th-

f1gl|o"! tt t"_U timeline, gc3n see il{ gltd tllreader's finlimpressiens qfthe;1ory genre.
An{you can anticipate the ongoing mood changes in your story's feel as additionalelements in its-  - -
persenality are revealed, scene by scene or chapter by drapter.

, c _

What about Re-writes?

I . r - . ,
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Not everyone wants to start a story with genre development. In fact, you might want to go through an
entire draft and then determine what genre elements you'd like to add to whatyou already have.

The process is the same. Just list the genres that have elements you mfiht wish to include. List the
elements in each that intrigue you. Select the ones that would fit nicely into your story. Cross-Pollinate
where you can. Pepper them into your existing timeline to fill gaps where the story boSs down and to
revealyour story as a unique personalfi.

Summing Upthe Sum of the Parts

Genre is part seg!g1g, EIJg-ggr_Ert cfracter, and pgrt stglglTg-style. Trying to follow a fixed
.F -- - /'4

template turns your story into just another clone. But by recognizing that gge llgl! a $gry's
pryhtygpg, ygg!4alte !!:t i:@al T vgjf. And by peppering your elements throughout
your story's timeline, you will create first impressions that will capture your reader or audience and then
hold their interest as your story's one-of-a-kind penonality reveals itself.

pf| Page 4 of 4
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coming Apart at the Themes p rfli,rt' rrl Prenl" e.,. ft ltfn"ti *l Th^,

Even when a story has memorable characters, a rive0ng plot and a fully develsped gefrre, it rqay stiH h
comingapartatthethemes. Core cgnce+ts , 4 Cot+ry'l thy?

ny Palsp*;;.{s) +o shfrla- stlt- s bY b fdl
Thelu.e is perhaps the most powerful, yet least understood element of story structure. lt is pbwerful
f -  G  

|  
- r F  ? . - 4 -  - -

Eecause theme is an emotionil irgumlnt:il sp,6ks dirqqg]F the riearttf-tfr*Ier olaudience. tt is
- t F -  - '  -  - +  - n  - F * -  - - F  F - . *

least understood because of its intan8ible ry, g!]3g 4!!!g the sgtnes, ayfbetween the liner

When misused, theme can become a ham-handed moral statement in black and white, alienating th€
reader/audience with its dogmatic pontifications. When properly used, theme can add richness, nuance,
and meaning to a story that would otherwise be no more than a series of events.

In this article, we'll separate the elements of theme by their dramatic functions so we can undertand
the parts. Then we'll learn how to combine them together into a strong r"rjag" that is greater than the .
sum of the parts.

What do we rcally mean by the word, "theme3" In fact, "theme" has two meanings. The first meaning is
not unlike that sf a teacher telling a class to write a theme paper. We've all,received assignments in
school requiring us to express our thoughts about "how we spent our summer vacation," or "the impact
of industrialization on 19th century culture morality," or "death." Each of these'themes" is a topic,
nothin$ more, and nothing less. lt functions to describe the subjeA matter that will be explored in the

9;r l: r'ger' 
"@ @{ 

r- -'- -- --:

Eyery stery needs a thematic topic to help hold the overall content of the story together, to act as a
- - z- z- -

unifying element t$ggtt wgh thlegJrnfolds and th€ clragers grow. In fact, ygmgb1lool at the
t@gi.f!1g1.:ftfrrr,n'Wn iriy@tr the slgdgle.ups-. Ati66ugh an inGesting area to
explore, the real focufri this irt--Lch is on the other element of theibr 

"uft 
lX J

This second agpecl$hgtIle mgsaqe or pjmrseglygg.storyll_el*ri* is a moral statement.
abut the value-of or by a! element of hglLan charecter. For example, some common
premises include, "Greed to Self-Destruction," and "True lore overcomes all obstacles."

A story without a premise seems pointless, but a story with an overstated message comes off as
preachy. While a premise is a good way to understand what a story is trying to prove, it provides
precious little help on how to go about prwing it. Let's begin by examining the components of
"premise" and then laying out a sure-fire method for developing an emotional argument that will lead
your reader or audience to the moral conclusions of your story without hitting them over the head.

$tpSgJss glgfl from glaracter. usually, ![" ryemlg" revolyes arognd !L. Ug[c@r. In fact, we
might define the Main Character as the one who grapples with the story's moral dilemma.

1* - - 
€

A Main Character's moral dilemma may be a huge issue, such as the ultimate change in Scrooge when he
leaves behind his greedy ways and becomes a generous, giving person. Or, the dilemma may be small, as
when Luke Skywalker finally gains enough frith in himself to turn off the taryeting computer and trust
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his own instinds in the original Star Wars (Episode lV). Elther way, if the premise isn't there at all, the

Main Character will seem more like some guy dealing with issues, than an example in human

development from whom we can learn.

Eglprylly, premises gh g$g9 gt"t"q !n JISJ glr, "W. " I n tte exam ples abore,
the premises would be "Greed leads to Self Destruction," and "Trusting in Oneself leads to Success." The
Point of each premise is the human ouality being explored: "Greedn in the case of Scrooge and "Self
Trust" with Luke

We can easily see these premises in A Christmas Carol and Star Wars, but what if you were simply glven
either of them and told to write a story around them? Premises are great for boiling a story's message
down to lts essence, but are not at all usefulfor figuring out how to develop a message in the first place.

ArguirE to your audience that Greed ls Bad creates a one-sided anument. Bg-glhglhe rut-thre

cc+etully ,m@
Grf{OJ. lgc.aftinr sC$ an aEumcnt will lead your reader or audience to your oTg!"s'."sgl$S&forcjq-t

Cal ls,^ts uff)n them. Therefore, you willFe morel!!@ce llgrn fllglhan having them relgct-your_- > - -

prewgs a matter of principle, m*rnEjlemsgkes impervious to your message rather than swallrrrring
itl$ol*

To create such an argument, follow these steps:

1. Deternrine what you want your story's message to be

We all have human qualities we admire and others we despise. Some might be as large as putting
oneself first no matter how much dalnage it does to others. Some might be as smallas someone who
borrows things and never gets around to returning them. Regardless, your message at this stage will
simply take the form, "Human Quality X is Bad," or "Human Quality Y is Good."

lgfS:tryt" 
"=glesgl!rysjlonate, 

look to wlat tjuly irks you, gt trub inplret yeu,
and select that humalggg!$y to give to your nnain CIp@. Then, you'll find it far easier to come up
*ffi.incil'mpiil-f t-h.t ffi-ioifiifiuoffio-iliffi, and you wittwrite about it with v[or.

I!!:.sro,'chancetogryI9Pbox.Don'twasteitonsomegrandclassichumantraitthat
really means nothing to you personally. Pjg!_:omething you really €fg,atrut and off by showinF
how thatll1ait ennobles or undermines your Main Character.

As a last resort, look to your characters and. plot and let them suggest your thematic point. See what

@ ale Foin* to arl'.!!W; w@$:*of @gg-&jr..":!. E@
bumaagualities tlg! u!!r!g t.k:_t[-eff"tt !o a.hieue the story's goal th" *ort diffigrh, exace&Sg$g

sfR, nq
rr"Jh
ftqsona/t c!-t.t
Cnws,oq
Ces."lel.,,

S#if ;..

faor,,,
Drrtbt,,'@tacleq @ks. Give that trait to you r MaiLCharacter, @santly

sunliseiltotge it take on a litu of itsg.1fll,

9fouoe,yry@11gssd4bu113y,&fq1havl31_ Ibr. hl&Et
yourDrimarypurpoBclncFatingthestorytheintenttomakeapointlloutaperti-ilhrr3lqr.lltv._.1*,:.

P's' 2a'' PI*r/,;J:-
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No matter how you come up with your message, once you have it, move on to step 2.

2. Determine your Counterpoint

As described earlier, the Counte k the opposite of the Point. So, if your story's message is "Being
Closed-Minded is Bad," then your Point is "Being Closed Minded," and your Counterpoint is "Being Open

Minded."

Similarly, if your message is "Borrowing things from others and not returning them is Bad," then your
counter point is "Borrowing things from other and retqrning them."

Note that we didn't include thd value judgment phrt of the. rngf_ge (i.e. "Goodo or "Bad") eg-paxbifhe-  - - .
point or counterpoint. The idea is to let the audiqnce arrive at that concluflqn for themselves. The point
t . -  

< - E ' - . .

and counterpoint:jqp[rlglboth sidetj|lhep1gryt. 9gruSS.SIe!.$I Ue !o wo* out tr"w wgare
ience to come to the conclusion we want them to have.

@inactioninyourslory
to itlustr*e how well

For example, in A Christmas Carol, we see Scrooge deny an extension on a loan, refuse to allow Cratchit
a piece of coal, decline to make a donation to the poor. Each of these moments fully illustrates the
impact of the thematic point of "Greed."

Similarly, in the same story, we see Fezziwig spending his rnoney for a Christmas Party for his

employees, Scrooge's nephew inviting him to dinner, and Cratchit giving of his time to Tiny Tim.

Generosity is seen in action as well.

Each instance of Greed propagates ill feelings. Each instance of Generosity propagates positive feelings.
As the illustrations layer upon one another over the course of the story, the emotional argument is
made that Greed is not a positive trait, whereas Generosity is.

4. lgi4 coJBEIiu !!9.-P9! nt a n q-gou nt e rpo i nt q i rect ly

PJ$elpthe sreatest g!rt.r" iry. t$l.tic areurner|t itjglllg$ly .9" the relatiye valre gl
$S-pgint tnd .ountgtpoint lf this i.9", i@ ayay from the audie$ce a$luts !!_rblt
inthetranoffi

I!S_eg$ it to have the author repeatedly saying "Generosity is better than Greed, Generosity is better
than Greed." !!!g"r"tu

A betterway is to show 9rSelf ?lwork in itl o[ry,r1glcryS$ $kin omptetely dSgSI
scenes. ln this maller,.tE audience is left to draw its own conclusions. And while shouring Greed as
fi-.W ffinv U.d and Generosity as always whollry good may create a rather melodramatic message, at
least the audience won't feel as if you've crammed it down its throatl
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6(



5. Shade,n" O"rr"" that Point and Counterpoint are Good or Bad

Because you are going to include muhiple instances or illustrations of the goodness or badness or your
point and counter point, you don't have to try to prove your message cornpletely in each individual
scene.

Rather, let the point be really bad sometimes, and just a little negative others. In this manner, Greed
may start out just appearing to be irritating, but by the end of the story, may affect life and death issues.
Or Greed'may have''devastating effects, but ultirhately only be a minorthorn in people!.sides.'And, of
@urse, you, may choose to juftp around, showing some examples of major probhms with Greed and
others that see it in not so dark a light. Similarly, not every illustration of your Counterpoint has to carry
the same weight.

ln the end, t all of tle illustfations of the point, and
ilso averagetftether all the illustrations of the counterpoint, and arrive at a rel live value of one to the.-.

{ 
T 

,.J.mLJ
For exarnph, if you create an arbitrary scale of +5 down to -5 to assign a value of being REALTY Cood
(+5) or REALLY Bad (-5); Greed might start out at -2 in one scene, be -4 in other, and -1 in a third. The
statement here is that Greed is ahrays bad, but not totally AW-lUt just bad.

Then, you do the same with the counterpoint. Generosity starts out as a +4,then shows up as a +1, and
finally ends up as a +3. This makes the statement that Generosity is Good. Not the end-all of the
Grcatest Good, but pretty darn good!

, instead of_1pa$D8 the blanket statement that Greed is Bad and Generosity is. . - .
Good. vou a re tigplygsing t@tt@@ .udjg@
. F ' -

accept, since human qualities in real lifu are seldom allgood or all bad.

But there is more you can do with this. What if Generosity is mostly good, but occasionalfi has negative
effects? Suppose you show several scenes illustrating the impact of Generosity, but in one of them,
someone is going to share his meal, but in the process, drops the plate, the food is ruined, and no one
gets to eat. Well, in that particular case, Greed would have at least fed one of them! So, you might rate
that scene on your arbitrary scale as a -2 for Generosity.

Similarly, Greed might actually be shown as slightly Good in a scene. But at the end of the day, all of the
instances of Greed still add up to a negative. For example, scene one of Greed might be a -4, scene two a
+2 and scene three a -5. Add them together and Greed comes out to be a -7 overall. And that is horr the
audience willsee it as well.

This approach gives us the opportunity to do some really intrfuirq things in our thematic argument.
What if bth 6reed and Generosity were shown to be bad, overall? By adding up the numhrc of the
arbitrary scale, you could argue that every time 6reed is used, it causes problems, but evertime
Generosity is used, it also causes problems. But in the end, Greed is a -12 and Generosity is only a -3,
proving that Generoslty, in this case, is the lesser of two evils.
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Or what if they both added up Good in the end? Then your message might be that Generosity is the
greater of two goodsl But they could also end up equally bad, or equally good (Greed at -3 and
Generosity at -3, for example). This would be a mess-ge that in this story's particular situations, being
Greedy or Generous doesn't really matter, either way, you'll make the situation worse.

In fact, both might end up with a rating of zero, making the statement that neither Greed nor Generosity
has any real impact on the situation, in the end.

ry 
you ha"e the oggortunihr to create dilemmas foryouq Mgin C t!S@

and far less mqra!!s!ic. And by havim botlt point and counterpoint spend somb time inlbgsoodSglgmn
5-ncl some tirne in the Bad column over the course of yogl stofy, you are able to mirrorlblfeal life-
values of our human qualities and their itrEgt on those around us.

--
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Do you want only simple, specific tips, or something wider and
deeper?
The Who, Whag When, Where, How, and Why Apprcad...

It's a very old journalistic dich€ that stories should alwap conain ansrrers to these six questions:
What? Who? Where? When? Horv? TvVtty? For example, a story about a murder could accomplish all of
ftis in a single sentence: "Jon€s was murdered in his orfll home last evening by a neighbor using a
shotgun in revenge for Jones' insults to the neighbor's wife.'

It seems to me that more and morc articles on the web are leaving aside this pattern to move to the "x
sir,nple tips on how to do y' format. There's nothing wrung with such an approactr - indeed, it's
clearly popular - but it implies ttrat you already know the answers to the other five questions. Only the
'trsw?o item remains, since that is all such artides address.

ln my own experience, this is rarely tlre case. Most often, people do not know the answers to the other
qustions. They are either ignored or blithely assumed to be obvious.

(@osforaNsYear

Wift a Nettr Year upon us, you may be thinking about resolutions. Will it be enough to address only the
'rhow?o issrrcs? I &ink that one of the reasons why so m.lny resolutions fail to last beyond January is
that ttny assume you have indeed answered all the other questions, when the reality is that none of
them have hen acHed.

My suggestion is this: that you make surc you ask yourself allthe other questions, deliberately and
carefully, before even considering the 'how" of anything whether the ways be simple or noL TV this
sequence:

. What are the issues facing you in your life? Have you thought about tb€m carefully enough to
put them into some order of priority, assuming that tackling them all at once is likely to be morc
than you can handle? Are you clear about exactly what they are? Do you understand them as
fully as possible?

. Why does it matter that you should deal with any of them? Is there sometfring you wish to
achieve; or something you tttink you need to change? What is )'our purpose in taking action?
Are you sru€ ftat it is a purpose you Uuly believe in and can stick wittr long enough?

. Whm should you start? Is now the right tfune? Are circumsances favorable enough? Would it '

be beter to wait and see how events turn out? Are you in danger of nrshing into short-tenn
action when a long-term approach is needed?

. Whn should you begrn? Which aspect of the problem or change should be tackled fint? Is it
th most important or the most pressing, sirrce these $rpically refer to fwo aspects of any
problem, not one?

. Whodo you need on your side? Who has to help you - or at least stard aside - if you are
going to sucreed? Few matters of any real importance can be dealt with without assistance firom

N,il,hJ,lf, IA)-P[



others.. . . an4 finally . . .
. How should you do it? What is the best approach? What skills or techniques will you need?

What can you learn frcm others' experiences to assist you?

Dealing with specifics
As joumalis have found for lurndreds of years, all six questious are essential Missfu any o{ them
leaves a gap that must be filled by assumptiors or imagination Just so, nlying mtirely on ar simple
dps on bw to do y" is lilcely o leave you gressing on such key questions as whether it,s worfb doing
anywry or worth doing right now.

Best of all the six questions can be adapted easily to cover almost any sitration- Considering a .hrnge
of job or career? Tty dris sequence:

. Wbat wurld suit yor better than what you have now?

. Why do you want tr6 rhrnge? Is it a good enougb rcason?

. WhGtr is dre best time to make a move? Should you wait to seek bw ttings trm ort in a few
montbs? Is this tbe dght time for your long-term career lnpes o make a move?

. Whr oight offer you a befrer position? Another company? Anotrer location? Anotlnr type of
work alogether?

. Who else do you d to consider? Parmer? Family? Friends? Colleagues? Who night be able
to help you or put in a good word with a prospective employer?

. Ihr slnuld yon go about it, taking into actount the amwers to all the prwious questions?

If you think thmugh the sequence carefully, yor'll not only make a befrer career moves, yor will ha1rg
dredy pr€earcd fre answes to naybe 90% of interrriew questions.

Avoiding sound-bitm and clich6s
Don't be seduced by atractive sound-bites or simple-sounding, ready-made ansluers, wtren wtnt you
ned are time to consider your siftation fuIly and thoughdul questions to help you fo so.

flon't jump to rying the ox simple ways" before you have spent sufficient time on deciding what you
need to rccomplish and why it matters.

There will be opportunity enough to work on the (purely tactical) 'trol?' after you havq first dealt wittl
tlre (strategic) issues the other five questions wil raise for you. Time spent in rcA;ffi]i*;te, as the
sFng goes, is nerrer wastd - especially if you want to come out on tre winning side.

hJ,ti,t4J,U , nl-P}



Tfurning-poinfs
Tvrning-points I

A rurning-point leads the plot into a nevtt, different and unexpected direction This can be caused by a
decision, a piece of information, an incident or an understonding.It closes one narrative unit and
creates a new narrative situation at the same time.

The function of rurning-poinr is to break up linear plot development and to cement the oudienceb
interest. To make sure that a story doesnt become predictable it is important thot it doesnt move

forttard and end in a direct and straight forward way but that it moves along circuitously toward its
resolution.

Each furn sets up a new question which needs to be answered by the following development: V{hat are
their effects on the subsequent progress of the film?

The time period between the set up of a question and i* resolution depends on the change. While the
dramatic arc of a small change my span over just one scene, the resolution of the central question losts
until the end of second oct.

*Iqjor urning-pinr n

A storyline has up to five central turning poinrc. These points redirect the plot in such a powerfut way
that it changes its cours e: a positive development becomes negative and a negative development fitrns
positive. The most extreme form of a firning point is called a reversal.

The major firning-points are clearly defined and strucntrally fixed: inciting incident. plotpoint 7,
pinch point 7, midpoint, finch point 2, plglppjnlA climax and last twist. The two plot poin* divide the

three ggtt Therefore they always cause a major change within the plot. Midpoint and climox, on the
other hand, do not necessarily need to set off a major change. They merely offer the chance for a
change/rurn. T?ris means that a story depending on its fndivi dual development passes through two to

four major turns. The breakdown of the plot through the use of five key urning-points produces

different strucrural syles of o fiIm story.

Each storyIine contains ifs own rurning-poinr. The A-storyIinel turning point deftnes the strucure of

the entire plot. The other storylines'atrning-paints connect the different story sfronds. This way the

turning-point of one storyIine has an effect on another storyIine. The turning-point of a secondary

storyline can cause a change/turn within the main storyIine. The firning-poin8 of various storylines

IP ts9t/



are clustereQ even without direct links to ueate a structrral and dramatic unity of tlie story. Yet by
placing them slightly apart they are linked without having their transitions blurred.

Miso wrning-poinr n

Besides the major turning points a stoty also possesses a number of micro-turning-poinfs reprcsenting
merely gradual change. In principle if fs possible and desirable to end each sequence. scener siruodon
and action with a change and therewith carty over inta the next part of the ftlm. The number of micro-
urning-points is variable and their position is flexible.

Intetnal and extental change point !

Generally a fitrnis compos ed of two parts: a break of an internal action (internal change point) and
consequential new focus of the external course of action (external change point). A chang€, e
revelation or disclosure ffiey, for examp.lret'ffifJ,.k ^t:! :!!:o::T,2:Y\g^".t!"^i:.llt3.l",

ffi'Jt3r*n#7 -'*os"i
naracrcr to cnanoe tnetr Dran.
;J, ia<;t tft"^;;;;.T,1" sf',ke 6 P'ar"c

Inciting Incident L #H"Trff[i..}^#T#iil$iil^ f;ryt/ s'.^,6:,#; '''F;r -*e'rf
rhe incitins inciitent (orso cor"r, nh[**:; !"fffififfi,:'*|Ii *^,, *ce 

nptet;tr

gets the action rolling and sets up the frrst plot point. It is linked to the first plot point by showing its
negative and positive prefix and thereby dividing the f rst gejt into two halves. The protagonist receives
her impulse thrcugh the inciting incident. Here she is forced to deal with a speciftc tosk She is dragged
aut of her habiual day to day life and pushed into alert.

PlotFoint I I

The plot point 1 (also called: break into act II, firct rarcIation, pnint of no ,ew^J separates the first
ftom the second ggl. It leads the plot into an ascending positive or into a descending negotive
darclopment. IdeaIIy it embodies the best or worst case scenario for the frotagonist depending on his

exposition. By doing this the plot point 1 sefs up the central question of the fiIm which wiII affect Lhe
entire second act. 

I ! 
c hoict o9-1sr /Y\ %niko2c ' ' ita'Ja"L of
ltle-aEor,rnc,,oo (-lr6r,se Ynn Tie^s *re !,,

PinchPoint I 4 ]r. F.F, urit f fnl in*enf

The first pinch point occurs after the first quarter of the second ggl- i.e. after apprcx. 3/8 of the story.

It provides the protagonist with new clues and rarcals the ma'rn @nfugt of the story. At the same time it

serves as a reminder of the antagonist9 power by making the pro@nist feel the "pinch" of the

antaganistic force. Thus it sets up the next L/8th of the story. C anf I i of o$ For6,L5 ,, ,

ruriilpaint ! 
5 ru*ain "g;lity 

vs . €xl incilon

As fts nemepoints out the midpoint is in the middle otf the second act and divides the entire story into

two halves. It offers a possible turning-point. This means thot of this paint of the story o chonge/nrn

may occur but doesnt have to. It is also possible that the positive ascending or the neganve descending

development progresses until the pJgl.ppinLz.

Pfnch Point 2 L

TP 709c1



The seand pinch pint minors the first pinch-scene - in iB content os well as s|rlucfitre. It nl<a place
after ihe ihird quarter of the seand act- afar apprctc 5/8 of drc story - ond recalls the central
conflict once again. At the same time, the second "pinch" fgreshgdrytihe conftonutiuts that are yet
to come., reminding both ilte protagonist and the audience what is af stor(e. Together the two pinch
scmes act as the fiIml stucnral 'pliers'.

PlotPoint2 !

Just lil<e ihe pl911p41inLl the plot point 2 (also called: }rerrk into rct m, thitd rcvelaion) reprcsmr an
obligaary wrning-point of ihe overall story. It separat* ihe seconil from the thitd act and constitutes
the md of the cental tension. It delivers the (preliminary) solution to the Cs4gll_g&rlien set up by the
plot point 7.

Cfimax n

The final tension of ilrc fiIn culminates in the climax (also calleil: shorrdo*n, batdc , raolution). It
ilivides ihe ihiril gct into two halves. The climax may confirm or reverse the rcsult of the seconil plot

Winl. Thereforc ihe cli.mgx is_q nlqment when the plot is ultimotely iletermineil. The Apocolypsz-
*he hr,rr ' , i  l i fy of (:cl f)  d, is,svery.- Corvenrlorv CA;<ADE

Unlike he oher wr?ingupoints the climax is not only stucatrally defined. As the monmt of highest
tension in the film it also contoins a subsfand aI ilimmsion: it is the rcsult of the showdown in which the
prplqeani'( is res ted existentiatty. *i;:A, *i):t 2 !nini,'X";iffi[:ii,!:!! i""'i'i!;:f1.,
Herc the protagonist has to prcve whot slre b leamed: it is the ultimate chol<cpoint she hos to pass to
achieve her 'Wgn!'. The climax is the funnel where all charocters and glggljpgare brcught tqether.
Herc is where aII energies are clustered, where aII incompatible objectives, interests dn il valuu of the
conflicting parties clash. Everything that has been plgtgtl during the entire fiIm is now gijgff. T\rc
protagonist is challanged in her very own nafitre, mind and body at the same time. Her ansciousrws
and perception are heightened. The audiencel attention is increased thtough the use of sysryaseby
withholdina informotion from the orotaoonist.
[ll&n fi6^', 

'r,.2 c I 
'lcs* 

fo' n"1i.e-1..
king conflnted u,ith his own mortality and fragility the prctagonist feels the meaning ond value of

ekJ+d;.4, life. He hos to employ his sharpeneil senses as weII as his newly accumulateil ktowleilge of himself anil

i|T;-ff.fiF" *rld. Now all his p wvious understanding and aperience have to prcve themselyes in the rcol
.f + *:l-f world. At this point the prctagonist and antaoonist ore most olil<e and ya this cotflict of volues eposes aolre-1,13

v-"t:F tteir crucial itifference. The fiInt fr3rJeanil its truth are prcmptly rarcaled a ineffiioiff rdifo5tL5

c'lutv*roa.- s1sry grcws beyond it narrotive - i.e. tempral, spatial and individual - limitotiont anqgfferc
univ er sal c onne ctions. enL,'rin1 q)- e-n{,e*in5 princ iplet a) pr"r*Ler..,

V{hen it is safd that the end of a movie is the most crucial element what is really meant is the climax. It
istheconcentricpointofthefiIm_thisiswhereettery,thing@fram:forwardsandbacl<wards,

rhectimo*porrrroveri"lni'ffiifrfl;frhr;r;;;{#f #;nffiauaience.
An 'anti-climax'occurs when the expectations regarding the climax are not met and the climax simply
doesnt happen

I"ost fipist 4

YP 3 
"f 
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Insteod of the apparent ending of the story there may be a completely unexpected turn of events right at

the very end, often in the last scen e or in the very lasr shots : the'Iast n'vist
Aprime example of a last twist is thot the supposedly dead monster is not dead...

Roersal I

When at the end af eg two resp. in act three the events start culminating towards a resolution turning-
points become rqarysal* That\ how the plot can suddenly reverse into its opposite at the plpt-ppintZ

the climax or the last fwisf so that the protagonist is on an emotional roller coaster. Aristotle called this

extreme case of a rurning-point a peripetia. Ralianf
C * r t t e r

5in5 ' . . tcl ' lY

ff\aro.osn

f f f  i ,c f  ocosm
5 iq nel

Reff ec*n r
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What is a Plot Point?
We've all read a book without a plot point, or, shou$ I say, without a point to the plot. Every story
needs a beginnin$ middle. and end - wdve known that for about two thousand years, thanks to good
old Aristotle. But it doesn't stop there.

In this article, we'll show how plot points are used to move organically from the beginning to the
middle to the end. Then, we'll oover the difference between a plot point and plot and why it's important
to identi$ plot points. Finally, we'll map two popular books by only their plot points. \

So . . .
'-} ocza-s ion
( i{nat is a nlot noint? A$ ,.. cofu^d ad.*dtp^)ttcz...' l)iac- Aisc"tui*sr;/-..
\Gifrfili.#*.-Wt#{8";^f;l;;.pi'ttercilellot". uiep!s+;rr..)'u4""'T."cTooteris,-"

A plot point is an incid€nt ftat dir€ctly impacts what happens next in a story. In other words, it gives a
point to the olot. forcins the storv in a diffiEii direction. wherc otherwise it would've iust meandered.' 

,i)ro- L aiE!;acfio"" sigii(itantl..;qrctq-- lesgt,. t* p.rt;"n,,. iof,nilep.fca{i.1".
Any event in a story can be qig4jflgg$ but if it does not move the storl forward, it is just a point in the
pf ot- not a prot point. n . lffi, ,,Hl.: 

r1y,:;tr ;ttrr,*# ";;::rnt;** *i"'zm:!
| . Move the story in a differcnt dire 

"1ion- 
Cc*tit CntE!fuis ffirSl:,*tflt*gflZ:":ifrl':"

2. IgEg character development. tg,en"l l4q*!t Exaif'h^ "' Qt 0'l 5{)t"l U}" '

3. cfoseadoorbehr.""r"-"*;k tr,r*; "trit;:X;:;":ff^^" . r
far&inll ltt*lll'i4s .,,jowc.itiniat6dl ln.sl inle^sc ftr'+ olA,iccqlatou*-f L '

Think of it like a bolt, holding your story together: without il yofjust have separate pieces of scrap
metal. But connect them together and they form a whole, each piece informing the event before it and
after it.

What's the difference between a plot point and ptot?
Plot points are big and exciting moments, and if you think back on a book you read a while ago, they're
likely the moments you'll remember. Because of this, it's easy to think of every event in a.Qook as a . . , .
plot point. But that's not always true. e-v onl | , n a i, -t,  ̂ e l ins

nanrl *#[iJ;]"'t 3ii tr'! ;fitrlDrotasonist - and bv extension. the traiectorv of the plot - it is not a
l^k.ii"rr - ras0; a-tz .,. 

'Lxc;{-L;"; 
i nr,oHs inpao{...c a-^lin * I aio,k<ijn_1r - ras o'n a-f?- .., 

'LX.6;I;+;"; 
i npofts i nfaof...prot point 

h*{Vt;,
c&r4.r t \* ,  &t^)o.K<nt^. l f  -  fa50r)4-T' t . . '  O- l ( ,CttntreN r t ' / 'po. lgt f  l f rLPaI-- f , . ,

Zrddvltp?'rtru:'D4'"' "1":5 o:""."'-?:l:,*t',*l: : :": t 
= a'.'*.ry Y

An advisor mitiht beratCa prihce for mourning the death of his father, but this isn't a plot point because

it isnt necessarily pivotal - it doesn't convince Hamlet to keep a stiffupper lip for the rest ofhis life,
after all.

Bu! when the prince sees his father's ghost with his own eyes (and the ghost bids him to avenge its
death), the prince has no choice but to act. Ther€, you can s€e a plot poini in motion, determining the
story's course moving forward. r fey'tal "t f fo ,rr.. r.r , rzvzol - rz+ te cogzr, VcilJ
knorra ... knor).., lis.cr0 . . I I {o **o Raoun lhrcrnt, Jiy,'nc in<pilr*,'oa

t' :fr * :;ff ii:,#l'l nt' r; im,V "ilt rj'?;+ ". " l,,^"t p'"bt i at v e r
u* Dxs - cE}-f aI'.lJ --'erirlni^iu*tr -DRs: l'ld,lcn sv losl 4c police 
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\ilhy is it important to identiff plot points?
Mapping a story by its plot points illuminates why some books are page tumers, while others never get
tumed past the first page. 

aL",lo.+uri.ss ,,, fnn*ioa, , , s l^rcJutc
First and foremos! plot points show you how a story worlg. Remember how plot poi4ts are like bolts?
That's notjust because they hold the story together. It's also because they're tiny and significant. Once,
you link them together, you can understand how the whole story is built. ::X.ii* {;j^l|;,::,f'**:t) 

'

Stories are not complicated at heart 
brJ P'clqr' e'4"36 gt^j,<r itr o-rL.rrt.xptn,e"..).,,

The good ones are aseries of: I f -' Thea - i,nx*oposifiot rul*Jrie ul t**ttat+*s.

This happned, so this happened, but then this happened, therefore this happened.

The bad ones are simply just:

This happened, and thenthis happened, and thenthis happened... *itt nothing connecting
the events organically.

Understanding when plot points occur in a story will give insight into whether any particular structure
is being used. Some people argue that there only needs to be two plot points in a story, while others
suggest much more, such as the Seven Point Story Structure we'll use as a model here.

5 l,s{e.i r$!ty,'s, Exf , a.{,-o-a

i coaf l,.f ef Fer.er
i Aw^k* iq rtuaxaess
, Plvot

$#, F*ntl

h)e
s liriel
t , tP t , ,
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P"no*t;ne
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Let's look at two vastly different but equally classic books - Margaret Atwood's The Han&naid's
Tale mdMawice Sendak's Where the Wild Things Are - to see how well-stn cturcd stori€s ofteri
work with similar plot points.

The Ptot Points of The Handmaii's Tale

On the surface, the plot of Atwood's 1985 dystopian novel is thoroughly unique: a cocktail ofhistorical
precedence, futuristic speculation, unreliable narration, and a necessarily passive protagonist (as a
woman living under a oppressive and sexist r€gime). All this might account for why it renrains so
popular to this day - in 2017 , its TV adaptation swept the Emrnys, and it was the most read book of
that year accordins to Amazon

\However, dig a little dceper and you'll find that its structure is comparable to other grcat stories.

Hook

A story must start off srong enoudr to keep the reader, you know, actually reading. Many refer to this
feature as the Hook" or the Back Storv - the Doint that oushes M

"e$;+rest *e7*e rri'tierig e# s* *ere, 
'lev?l Dn..'ie ^lt lultvitd

Thc- /nasfc|'s Craff c, A rn v#,c^l Pre-'aise- Td6T")ffi{;:,";;;SWtiflzt,.-
A gr€at story can do this of the streqsh of its pry41ilg alone. From the start, Atwood hooks us in by c. rl.e^ f

" con$t;.t h ,s story: she i. n o,o-* in u *o.fi'fi[Ir"ofi;li"ll.,.
forcs have no €ency. We see how this conflict fits into $*d3flglgy life as Ofted attends a Ceremony p ri ncipl.as

:#ilH"5,:*ffi ll",:trtrj1,Tl,lj",Hilffi,"TT@*@.$isTn{ffi ,
;'+Itr' -'rhe Bril-ra Frrzr.tion - ccav2(... c-otvefo^<Q--..*nts{,-reta- LlrntuJ 

'l1u"tw+t

e{la:li4 A premise itselflvill never be enoush to csCre{r€id. gf+__Ug4lg_b"_:"ough to hook the reader's 6<Aaivc"(is.1

["i]; interest lons enoush g-tgel tlE!-9I_99.!!.., gnlllttt"-fi *tg_*"gl @

,##, First prot point -fluo),-aiat Xin!# :',!ffil ",n,u:oun''s
cxfi",.l,''n-. The Hook sets the stage for ttre frst Bid Event also referrcd to as-the CirbU9 the I!S!!!lg bgjlgl or,
dffii simply, the First Plot Point. This occurs somewhere around. the Vtn'/lffiin the story and sigrals
t^:^{.:,.: the enJ ofthe beginning. C'ttalv*ic canve'rs}oa"'

ryry|,i C"'tflicl oQ Fora.s,..HunanConfliot
':i!!* This First Ptot Point shouldforce the protagonist into the conflict. In The Handnaid's lale, it arises in

W|i;r"l the form of an invitation frorn rn" corntn-oot -eiiiin-5Fed outside the Cerernony. In this

ff,!ft,,*world, such a meeting is expressly forbidden... and yet, so is acting against the wishes of a

til^:-"f;r6T Commander. Thus, Offred is thrown free from the status quo, and the story chang€s oource.
'ffffitri".,PinchPoint plslbtr c.'tTlict ce*f<*fng ileolox,u

The middle ofthe story generally consists ofthe chara€ter reacting to the Big Event and its
cons€quences. These are Pinch Points, and they put the character under pressure, forcing them to make
a choice. \ a,,r^ka;a, &d^leAeSS... CoVVeRslsrV j..
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Pa-ss i rra Ferfoit*re
D' v, n" ),sron*en*rn ?/rt

ducl I ,.a5lz l,ft (i*eiaib) tnt;lil.*,.n *Al..-s ho t &
Characters ryill often spend this part of their story choosing to not act. Offred meets with The
Commander. He coerces her into a sort-of affair, meeting with her regularly (albeit only to play
Scrabble and read magazines) while hiding it from his Wife. Offred hesitates, but goes along with it.
She has little choice in the matter but sees an opportunity to improve her situation if she can curry the
Commander's favor.

3r",po<-* I^p*n*" f x.i*n{i oa 
(,, 

.
So, we see her reacting to the janing call to adventure, but mostly with passivity. It will take a major
turning point for her to react to it actively. <a nV* s is ̂  casc.qle(s)

t Midpoint t 6lv,,ot "f 
fr tf]g nit il2 , . , Stqt^4rl c( n ts,rtz ..' CAoert t$"tYrr^s*o!

Perhaps the most crucial plot point occurs near the middle of a story. The Midpoint is a crucial tuming -pivo*"|-
point that forces the protasonist to stop reacting and 

iFf":?,,.,gg l"^;!r,I::tr*r## ,/ffir;o Wy
Throughout the story, Oft,ed has looked back on the memories of her old friend Moira a rcbellious l,ruajm,.,
firebrand who provides her with hope that it's still possible to exist in this'world as an independcnt. &st-on-ti.'rr""

woman. However, when The Commander takes her to a brothel, Ofted discovers Moira there ,tivingPflf !
freer than her modest counterparts, but still very much under the finger ofthe patriarchat regirne. '-:il:Ij.'-:

Offied realizes therc is no hope for her !o operate within the confines of this.so.cielr an{ stilt rctain gfi:i:'li 
' '

some independence. Instead, she must take matters into her own hands. vi: -Hjlfi::'+:,lf.t ;aaUf ;.3

X'inal Pinch Point *Ac. paup eF snn5erli"n...l&z<*lr\,Frp.tt":,,.'- (.s"*)T*",..Tr't

For the second half of the middle, the protagonist th"n gp"r-g$gItth_ggggy, taking differcnt (ro;') c lcsr pr"llk3"-
approaches to overcome the conflict. This is another Pinch Point: our protagonist reacts to or acts on ;;;r.fl;
pressure and conflicr, with middring success ,,jlntii'l, $,ll:.{;ir* r,.. orlriiai_
Ofted tests her boundaries with small acts of rebellion such as refusing breakfast, tolng witli matches
and even entering an affair with Nick, one of the servants on the property. They offer her no hope of {ffr,
overthrowing the regime or even attaining personal freedom, but they still give the character an agency ixoul {
thatdidnotJxistu"ior...'.{,{e 

"rstii "9 
t'sb-s 

--i.at,^ofi"t'tr.iiJ: 
+, solisiy

soppor*ia5 
-rolls, gnqPerttJ test rdtTnrrnE'tr|.tJlY 

K#yFinel Plot Point 
nwls, .

Going into the third act (or the beginning of the end, so to speak) there is often one f inal Plot Point. 6 o* ro I
This slrcws th€ protagonist at their lowest, having taken a profound misst€p among their newfound .V*J

r/:'ffiiil+i'1ffff.3"#,1'H..ry*;tl.*19iTs#fffy,li*i;r6,if.j tfifal:t: ': ffi,i:'
In this example, The Commander's wife discovers herhusband's affair with Offied. This presents \ flbnataa
Ofhed with an unpleasant choice - the terrifring uncertainty of seeking help in a world where shej Gu)hi
trusts no one, or the deadly certainty of suicide. leata:rk ,a.bs.'ll* Jta-a ,oork ,.. I

Resorution T^i.1f$,f^n3,:;i' *Aa 6ie5r' !,.tc.'""

A great story will end on a Climax, fAii#i,rlL -a Resolution, a series of events thar bring rhe story
and character arc in full circle. Usually, these revolve around a choice presented to the protagonist. No
mater the decffon they make, it will r€veal something important - either they've changed, or they
haven't. cenvetsion ... ao{i"l ca4*o;t... yo* 6otc {la- 6ilAe

Tiwn,ymut aw.lfuA ." utofk,,, ptr;y "t r7l (e,ili{'''l,c"l)

rv!"lfcr,..A,{!. o,rtokt.,. ookfl"y,', teft (et'*3ott't)';i;;[:.n;;., 
illl;nn cesc*de_... pnrsrrice j.. Pp t{ etr



In Offred's gase, she chooses the former and tells Nick that she thinks she's pregnant, reaching out and
confiding in someone other than herself for the first time in the novel. This might not be the action-
packed ending that comes to mind when you think of a Climax. However, it does exactly what it needs
to do. It brings the conflict to a head and forces the eharacter to make a crucial decision. At first, we
saw Offred living in an oppressive, yet normalized certainty. By the end, she chooses agency over
passivity, and uncertainty over certainty, no matter how dangerous it might be. This leads directly to

the end, where Nick uses this information to break her out of The Commander's house.

No more plot twists exist here. The function of this point is simple: bring the story to a satisfyrng (if not
necessarily happy) ending. The conclusion of a story doesn't need to be sunshine and roses. But it
needs to feel natural, like everything that came before led necessarily to one place.

Thus, the bare bones of The Handmaid's Tale would look like such:

l. Hook Offred is forced into a Ceremony with The Commander in 4 world where women have

no agency.

2. Finst Plot Point: The Commander invites Offred to meet with him outside this ceremony,
which is forbidden.

3. First Pinch Point: She enters into an affair with The Commander hoping to leverage it into
independence.

4. Midpoint: They go together to a brothel where she finds even the most independent women are
oppressed.

5. Finsl Pinch Point: She enters into an affair with Nick as an act of agency.

6. Final Plot Point: The Commander's Wife discovers that they have been together, so Offred

must choose between certain death (suicide) and uncertain danger (confiding in someone she

isn't sure if she can trust).

7. Resolution: Offred makes her choice, telling Nick that she's pregnant, so she is rescued.

Presented like so, it becomes apparent that each plot point feels like the natural extension of the last

and moves seamlessly to the next. This creates the desired effect of any well structured story: an ending

that feels both like a surprise and the only possible outcome when looking back.
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The 5 Movie Plot Points that Matter Most

Even when you're humming along toward pro-level screenwriter, it's still a useful exercise to analyze
stories. Keep the skills sharp. Learn somettring new from the work of others

So let's talk about one easy analysis exercise to keep your head in the game, even when you're not
writing.

Anatping a story's shape r
Satisfying stories tend to have a natural shape: beginning, middle, and end. Setup, escalation,
resolution.

What defines a shape are ttre turning points. (Without turning points, you'd just have a sraight line.)

Every story (movie or screenplay) has turning points that define its shape. So if we look at those
turning points, we'll be able to see the shape of the whole represented.

The turning points that define a story's shape are its major plot points. p;votal

So the easy exercise to keep your skills sharp is this: make it a practice to analyze the major plot points.

Take a real look at the shape of every moyie you see. Become adept at recognizing how they work.

Whal is a plo!.point? s*1;no5;1;1, v'. cnl,.rinr .h*q $ cu(olt 'r'.ay llt
_ fiqc f i"a-"r. ttut tlac_ . 

-Cill^l.f;Jn',., ;4;++ -;d]t' ;+ 14;;;l+€ il*:.,'The plot is the sequence of events in vbrir stprv. in which we Eack g,_ch_aE$Er1r+ry3li!-af4$bl 
T . t*i ,ou;ecti'u.eprfiifriGGii,h"iffii$ff#t#i{k"rrori*?,fffifiL-6-fu*llea.oprorceir'.;

point,thecharacteriseithercloserloii,r#x,X""*r$s;"^. -W\iZtxlityJ"|r:;,* i*t;;
Vew basicallv. when vou'rc watching a movie. vou're watching a character trrr to make oroffess' 

"i,.',to*,-"dhiso.r,e.goj. ffi3:"j*;'flffT111f;.|,ft"f;1.*',fRerl;rv is 5,.nc
run&lA

The 5 important movie plot points ti:i,n,

Not all plot points are created equal. Some plot points are the big turning points that definb the shape of G/f2i-a
the story. If you know these important plot points, you }now the story. Not wery detail, but a sense of
the whole.

What makes these fwe plot points so inponant? How do they define the shape of the story?
tn"tai.lizJ

Yor gct a smsc of thc whoh in thcsc plot points becausc thcy nlatc ba(& to thc story goal< c rc.rlita
- 

lCoofarruSnCgS
These are the essential points in ttre life cycle of the story goal. When you get down to it, these points

show the birth, life, and death of the story goal. The beginning, middle, and end. The whole story of

that goal, which is the whole story of that movie.
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So what are.the five most important plot points? They're actually four nrrning points and the outcome.
, r . J  r  I

,. IFul Toulet t st "How the whole thilg shakes out. Here thev are' , - -+ sl, r" e) ,r+,i.Trru yo,
L \tinpse rmpar{ p't}rgf" e,Xci!^li"X'^':'" 1r?7.

1 rnn-ltino rnci;an t -f 5.,'. r - t,),^-f ldoKilt r! tl, I Alrtt,, Ltyiag 4,iscp^lu^*nuL*1. Inclting Incident Il,,', c&r^;
I mparf It\P.frS L!(Ct,t n"-'J',' "" J1i 

' 
.-

fi,|:|ul;"Li t d**'ia7"'The^"' L'v'ae' 4'i'
2. Break (or nrrn) into Act 2
3. Midpoint
4. Break (or turn) into Act 3
5. Climax

Here's approximately how they line up, proportion-wise, in your movie:

How do the major movie plot points relate to the story goal?
If the reason these five plot points are important is their relationship to the story god, then we should
probably look at how each of them relates to the goal.' 

.o.l.Urr. I awak<ain5... 
"olelytie "rn/cisT 

i'n' . , . <e^vats.tA casceJz " 'r' rn" r+'tng rs*'{6J E1r,{g.iiit{Ct"t}-*H9xr:v.il"*tsnlp}rryvJtr'" Y?i.:1:+
protagonisimust contend rhtfr,?tttiriittrt it6iiiir irriii6il,iii irearlns crcrumsnnces rn wnrcn the ,q "-n'l'J 

n

tffi f :ii,'iy,le$,g.t"*"F-"."'**Z!,eE;,^!f {f ̂ liX*ny.lnX'r^k[ffi ,);;
2. By the Brcak IntoAct 2 the4\i&flqqlq,iL.Ffl*T9,#.sto,ry_goa] is esablished, which the g+s,l;ffat up:..
prctagonist believes will address the problem/olpomrnity. It's his- preferred or only solution to fta-'-\ coJ'rrrcl- er

+P'm;;f*#Jhf xfi ?"W*tl..tr**i:t,k:*l-erl'twqAr"'l*iEii*t
3. The Mftfuoint raise.sthe stakgs pd/91 crgates gre.ater opposition.til aqflieying the story goal, and as a
,esurt in;ects newtfrffitiitftl;ofidtfd&f#g'a;{:d'!fiS*.hll,s'#id3:difittoo i 'Jr,""a.a. -ffi!,;rr-

f,.t .f M!.-6if.it,4c!., yr.ro&rairg.'c.wcd,"?1{_l*"619 p;,1*otzeia4.6... , t4.TheBnaklmoAct3showstheprotagonist'snewxgrowtlr/wayofgddpqsingdr"e'problem-pdw.Ji.-.ll,e.
that he or she has been tl*ough the tr*rf?Hf$;,f ..[Tfd Ht';gt {t7XlJ{r',!"K2X*i^" 

) ('st' ar ' 7

5.rhecrimushowswhetherthegoai,trf; slf, ffil,t:ffi #if"ffiiffi.f.ff J"^fr l'i;;/&*-
addressed or not (aka how it all shakes out). {er,toor ol cal 

"f "lvrnders...

:A}?+T{t!!,K,it\+'t-*^r'#.f b+,*gf.""n8t{+nory*:..
Movie plot point examples

DieHard

1. Inciting: Hans Gruber and the terrorists anive at Nakatodri Plaza, wherc John McClane is tying to
reconcile with his wife, Holly, during her company Christnas party. The tenorists are the problerl
even though John isn't aware of them yet (though he will be shortly).

2. Brcak into 2: John has leamed the terrorists are ruthless killers, aid he's the only one who's not
being held hosage at gunpoint, so he's the only one who can save them all. His story god is to save the .
hostages fmm the terrorists.
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3. Midpoinq: Even though it looks like outside help is on the way and John thinks he can hand over
responsibility, the temorists are listening in so they have an advantage. And they're coming for John so
they can get their detonators back in order to complete their plan. That's an increase in stakes and
opposition.

4. Break into 3: The first time they come face to face, Hans pretends to be a hostage and John gives
him a gun.A fatal misstep? No! John's two steps ahead of Hans this time. Their battle continues into
Act 3, with John a bit wiser, a bit more insightful.

5. Clima* John realizes what Hans's real plan is, uses that info to save the hostages, and then faces off
with Hans to save wife Holly. When the movie ends, we know John has solved his problem and saved
his marriage.

Bridesmaids

1. Inciting: Annie's best friend, Lillian, announces her engagement and asiks Annie to be her Maid of
Honor. Annie's new problem is wanting/needing to be there for her best friend's celebration of
happiness, while snuggling with her own cunent trashfire of a life.

2. Break into 2: By the end of the engagement party, Annie has met rival Helen and the other
bridesmaids and can see the challenge coming her way. Annie's story goal is to "win" as MoH, which
means fending off Helen's attempts to show her up and take over as best friend.

3. Midpoint Annie accidentally ruins the bachelorette party and Lillian tells her Helen will take over
as MoH. Annie has lost her MoH position, and is now desperate to hold onto her place as Lillian's best
friend (raising the stakes).

4. Break into 3: Annie has just tanked her friendship and been disinvited from Lillian's wedding
altogether, as well as gotten in a fight with potential love interest Officer Rhodes. That was her rock
bottom. Here we see her begin to change her ways: she says goodbye to her booty-call Ted. It's the start
of her "growth" way of navigating the story.

5. Climax: Annie learns Lillian, the bride, is missing. Annie ftacks her down and gives her the pep talk
(and dress redesign) Lillian needs in order to walk down the aisle, and Annie is back in the wedding
parry. When the movie ends we know Annie has solved her problem - she's pulled off being Lillian's
MoH and best friend, and she's made changes to put her own life back on the right track.

Studying screenwriting theory is great, but seeing how that theory shows up in actual movies (or

screenplays) can drive the concepts home - and show you variations on the "mles." So the next time
you're in research mode (aka bingeing movies), make sure to also look at them with an analytical eye.
Note what happens at these important movie plot points and how they tell you the whole story.
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