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INTRODUCTION

Writing fiction is a solitary art.
When an orchestra performs a symphony, it's a shared effort. Not

only are there many musicians playing their instruments, there's also a
conductor helping them sound good together. Yet before any of them
plays a note, a composer has to write the musical score.

There's even more teamwork with a play or movie. Lots of actors, of
course; a director to guide, suggest, decide for the group; designers of
sets, costumes, lighting, and sound; technicians to carry out those designs.
In film, add the vital work of the cinematographer, camera operators, and
editors.

But before any of this work can be done, a writer has to put together
a script.

Script or score, those group performances existed because some-
body had a plan. Somebody composed the music before ever a note was
heard; somebody composed the story before ever an actor spoke a word.
Composition first, then performance.

We who write fiction have no team of actors or musicians to do our
bidding, so it's easy to forget that our work, too, has a composition stage
and a performance stage. We are both composer and performer. Or rath-
er, we are both storyteller and writer.

The actual writing of the story, along with the creation of the text,
the choice of words, the dialogue, the style, the tone, the point of view—
that is the performance, that is the part of our work that earns us the title
"writer."

The invention of the characters and situations and events, along
with the construction of plot and scene, the ordering of events, the com-
plications and twists, the setting and historical background—that is the
composition, the part of our work that earns us the title "storyteller."

There is no clear separation of our two roles. As we invent and con-
struct our fiction, we will often do it with language—we jot down notes,
tell scenes to our friends, write detailed outlines or synopses. And as we
are performing our stories, writing them out in our most effective prose,
we also invent new details or motivations, discover new relationships
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2 CHARACTERS AND VIEWPOINT

among characters, and we revise the construction of the story in order to
make a scene work better, by adding a new fillip of suspense or horror or
sentiment, or presenting a startling new idea that only just now came to us.

There is no "right" way to arrange the two roles of storyteller and
writer. I often work for years on a story, inventing, outlining, mapping,
constructing, before I feel that I'm ready to write it down. Writer Larry
Niven tells his stories aloud to his friends, letting each tale grow and take
shape with a live audience to help guide him. I know other writers who can
compose only while performing, like an actor improvising a monologue—
they have to be writing the story in order to bring ideas to mind, discover-
ing and shaping the characters and plot as they go along.

Regardless of how you mingle the roles of storyteller and writer,
though, you must do both jobs well. If you don't invent and construct well,
then all your beautiful prose will be no more effective than a singer vocal-
izing or a clarinetist warming up—very pretty technique, perhaps, but
music it ain't. And if you don't write well, readers will be hard put to dis-
cover the wonderful story you want to tell—just as bad acting can ruin a
good script, or out-of-tune, clumsy, underrehearsed musicians can make
Mozart sound like a mess.

Effective characterization requires careful attention at every stage in
the writing of fiction. You must invent your characters carefully, to avoid
cliche and to provide your story with rich human possibilities; as you con-
struct the story, you must determine exactly how much and what type of
characterization to use for each character. Later, as you set out to write the
story, you must make decisions about point of view—which character or
characters will be the lens through which the reader sees the story.

So I have divided this book into three parts: Invention, Construc-
tion, and Performance. Don't imagine for a moment that the actual proc-
ess of characterization will ever be as neat and tidy as the chapters and sec-
tions of this book. I doubt that you could use the chapters of this book as a
checklist, "characterizing" mechanically as you go. Instead you should
bring the questions and ideas in each chapter to your own work, the sto-
ries you believe in and care about. See which aspects of characterization
you already handle well and which you might have overlooked; examine
your handling of point of view to see whether you're helping your readers
or confusing them. You don't improve your storytelling by turning char-
acterization into a mechanical process. You improve your storytelling by
discovering and nurturing the characters, by letting them grow.

In other words, this book isn't a cupboard full of ingredients that
you can pull out, measure, mix, and bake into good fictional characters.

This book is a set of tools: literary crowbars, chisels, mallets, pliers,
tongs, sieves, and drills. Use them to pry, chip, beat, wrench, yank, sift, or
punch good characters out of the place where they already live: your
memory, your imagination, your soul.



PART I

INVENTING
CHARACTERS



CHAPTER 1

WHAT IS A
CHARACTER?

THE CHARACTERS IN YOUR FICTION are people. Human beings.
Yes, I know you make them up. But readers want your characters to

seem like real people. Whole and alive, believable and worth caring about.
Readers want to get to know your characters as well as they know their
own friends, their own family. As well as they know themselves.

No—better than they know any living person. By the time they finish
your story, readers want to know your characters better than any human
being ever knows any other human being. That's part of what fiction is
for—to give a better understanding of human nature and human behav-
ior than anyone can ever get in life.

So let's go through the ways that people get to know each other in
real life, and see how each method shows up in fiction.

A CHARACTER IS WHAT HE DOES

If you're at a party and you see the same guy spill a drink, talk too loudly,
and make inappropriate or rude remarks, those actions will lead you to
make a judgment of him.

If you see a man and a woman meet for the first time, and then a few
moments later see him stroking her back or see her with her hand resting
on his chest as they engage in intense close-up conversation, you reach
conclusions about them.

If you tell a painful secret to a friend, and within hours three other
people act as if they know that secret, you have discovered something
about your friend.

People become, in our minds, what we see them do.
This is the strongest, most irresistible form of characterization.

What did we know about Indiana Jones at the beginning of Raiders of the
Lost Ark? He was a taciturn guy with a wry smile who took an artifact out of
an ancient underground temple. When he was left to die, he figured out a
way to escape. When a huge boulder rolled toward him, he didn't freeze—
he ran like a madman to get away. None of this required any explanation.
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What Is a Character? 5

Within ten minutes of the beginning of the movie, we knew that Indiana
Jones was resourceful, greedy, clever, brave, intense; that he had a sense
of humor and didn't take himself too seriously; that he was determined to
survive against all odds. Nobody had to tell us—we saw it.

This is also the easiest form of characterization. If your character
steals something, we'll know she's a thief. If he hits his girl friend when he
catches her with another guy, we'll know he's violent and jealous. If your
character gets a phone call and goes off to teach a third-grade class, we'll
know she's a substitute teacher. If he tells two people opposite versions of
the same story, we'll know he's a liar or a hypocrite.

It's easy—but it's also shallow. In some stories and with some charac-
ters, this will be enough. But in most stories, as in real life, just knowing
what someone does while you happen to be watching him or her isn't
enough to let you say you truly know that person.

MOTIVE

When you watch the guy at the party who spills a drink and talks loudly
and rudely, would you judge him the same way if you knew that he was de-
liberately trying to attract attention to keep people from noticing some-
thing else going on in the room? Or what if you knew that he had been
desperately hurt by the hostess only a few minutes before the party, and
this was his way of getting even? You may not approve of what he's doing,
but you won't necessarily judge him to be an ignorant boor.

What about your friend, the one who told your secret to others?
Wouldn't it make a difference if you found out that she thought you were
in serious trouble and told others about it solely in order to help you solve
the problem? You would judge her very differently, however, if you were
a celebrity and you discovered that she tells your secrets to other people so
they'll think of her as the closest friend of a famous person.

And the man and the woman who met and moments later were
stroking and touching each other with obvious sexual intent: You'd judge
them one way if you knew that the woman, a government bureaucrat, was
lonely and had a terrible self-image, while the man was an attractive flat-
terer who would do anything to get this woman to award his company a
valuable contract. You'd judge them very differently if you knew that his
wife had just left him, and the woman was rebounding from a failed af-
fair. The same acts would take on a completely different meaning if you
knew that she was passing government secrets to him while they only pre-
tended to be romantically involved.

What about a person who tries to do something and fails? He aims a
gun at the governor and pulls the trigger, but the gun doesn't fire. She
dives into a pool to pull out a drowning man, but he's too heavy for her to
lift. Don't we then think of him as an assassin and her as a hero, even
though he didn't actually kill anyone and she didn't actually save a life?

Motive is what gives moral value to a character's acts. What a charac-
ter does, no matter how awful or how good, is never morally absolute:
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What seemed to be murder may turn out to have been self-defense, mad-
ness, or illusion; what seemed to be a kiss may turn out to have been be-
trayal, deception, or irony.

We never fully understand other people's motives in real life. In fic-
tion, however, we can help our readers understand our characters' mo-
tives with clarity, sometimes even certainty. This is one of the reasons why
people read fiction—to come to some understanding of why other people
act the way they do.

A character is what he does, yes—but even more, a character is what
he means to do.

THE PAST
Knowing a person's past revises our understanding of who he is today. If
you're introduced to a man at a dinner, all you know about him is what he
does and says at that dinner.

But what if, before meeting him, a friend had whispered to you that
this man had been a prisoner of war for seven years, finally escaped, and
recently made his way to safety by crossing 300 miles of enemy-controlled
territory?

What if your friend told you that the man was the corporate raider
who had just caused the layoffs of many of your friends who worked for a
company he tried to take over?

What if, as you conversed with him at dinner, he told you that he was
just getting over the death of his wife and infant boy in an automobile acci-
dent several months before?

What if he mentioned that he's a critic for the local paper, and you
realize he's probably the same critic who wrote that vicious review of your
last book?

Wouldn't such bits of information about a person's past cause you to
look at him differently?

People are what they have done, and what has been done to them.
That's how we construct our image of ourselves. We all carry around in
our memory our own story of what has happened in our past. Some events
we disregard—oh, yes, I did that, but I was such a child then—whereas
others loom over us all our lives. Our past, however we might revise it in
our memory, is who we believe that we are; and when you create a fictional
character, telling something of her past will also help your readers under-
stand who she is at the time of the story.

REPUTATION
Isn't it awful when you're introduced to somebody who says, "Oh, you—
I've heard so much about you!" It's an unpleasant reminder that people
are talking about you when you aren't there—and you can be sure that not
everything that gets said is nice.
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You have a reputation. If enough people tell stories about you, we
call it fame; but even if it's just your neighbors, the people in your work-
place, or your relatives, stories are being told about you, shaping other
people's judgment of you.

We all take part in the process of building up or tearing down repu-
tations. We do it formally sometimes, as with letters of recommendation
or employee evaluations. Mostly, though, the process is informal. When
others do it, we call it gossip. When we do it, we call it conversation.

"Wasn't it terrible about poor Mrs. Jones getting sent to the sanitori-
um? To think her son did that to her after all those years she took care of
him."

"Did you hear Bill's been hitting on JoBeth for a date? What a waste of
time—she's such a cold fish. She probably bathes with her clothes on and
waters down her ginger ale so it doesn't get her too high."

"Don't bother asking Jeff to contribute. He's such a tightwad I heard
he wouldn't even help buy flowers when Donna's husband died."

You "know" a lot of things about people you've never met, just from
what others say about them. The same process works in fiction—your
readers will form attitudes and opinions about characters they haven't
"met" yet, just by what other characters in the story say about them. When
you finally bring the character into the story in person, readers think they
already know him; they already have expectations about what he'll do.

As a storyteller, you have the option of fulfilling those expectations,
or violating them—but if you violate them, you also have to show your
readers how the character got such an incorrect reputation. Maybe he's a
con man who deliberately created a positive image. Maybe he was the vic-
tim of jealous gossip, whose perfectly innocent or well-meant behavior
was misinterpreted. Maybe he made a serious mistake, but can never seem
to live it down. Whether his reputation is deserved or not, however, it
must be taken into account. Part of a character's identity is what others say
about him.

STEREOTYPES

The moment we see a stranger, we immediately start classifying her ac-
cording to the groups we recognize she belongs to. We also, unconscious-
ly, compare the stranger to ourselves. Is the stranger male or female? Old
or young? Larger than me or smaller? My race or another? My nationality
or another? Richer than me or poorer? Does he do the same kind of job as
I do, or a job I respect, or a job I think little of?

The moment we have identified the stranger with a certain group,
we immediately assume that he has all the attributes we associate with that
group. This is the process we call prejudice or stereotyping, and it can lead
to embarrassing false assumptions, needless fears, even vicious unfair-
ness. We may wish that we didn't sort people out this way, that we could be
color-blind or gender-blind. Indeed, in our society most of us regard it as
uncivilized to treat people differently because of these stereotypes, and
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most of us try to live up to that standard. But no one can keep his mind
from going through that sorting process.

It's built into our biology. Chimpanzees and baboons and other pri-
mates go through exactly the same process. When a chimp meets another
chimp in the wild, he immediately classifies the stranger by tribe, by sex,
by age, by relative size and strength. From this classification the chimp will
decide whether to attack, to flee, to attempt to mate, to share food, to
groom the stranger, or to ignore him.

The difference between us and the chimp is that we try to keep our-
selves from acting on all our immediate judgments. But make the judg-
ments we will, whether we like it or not—it happens at an unconscious lev-
el, like breathing and blinking and swallowing. We can take conscious con-
trol of the process, when we think about it, but most of the time it goes on
without our noticing it at all.

The more like us a stranger is, the safer we feel, but also the less in-
terested; the more unlike, the more we feel threatened or intrigued.

Strangeness is always both attractive and repellent. Chimpanzees
show the same contradiction. A stranger is frightening at first, yes—but as
long as there is no immediate attack, the chimp stays close enough to
watch the stranger. Eventually, as the stranger causes no harm, the
chimp's curiosity overcomes fear, and he approaches.

Readers do the same thing with characters in fiction. A character
who is familiar and unsurprising seems comfortable, believable—but not
particularly interesting. A character who is unfamiliar and strange is at
once attractive and repulsive, making the reader a little curious and a little
afraid. We may be drawn into the story, curious to learn more, yet we will
also feel a tingle of suspense, that tension that comes from the earliest
stages of fear, the uncertainty of not knowing what this person will do, not
knowing if we're in danger or not.

As readers, we're like chimpanzees studying a stranger. If the
stranger makes a sudden move, we bound away a few steps, then turn and
watch again. If the stranger gets involved in doing something, paying no
attention to us, we come closer, try to see what he's doing, try to under-
stand him.

Characters who fit within a stereotype are familiar; we think we
know them, and we aren't all that interested in knowing them better.

Characters who violate a stereotype are interesting; by surprising us,
they pique our interest, make us want to explore.

As storytellers, we can't stop our readers from making stereotype
judgments. In fact, we count on it. We know of and probably share most of
the prejudices and stereotypes of the community we live in. When we
present a character, we can use those stereotypes to make our readers
think they understand him.

The old man was wearing a suit that might have been classy ten years ago when
it was new, when it was worn by somebody with a body large enough to fill it.
On this man it hung so long and loose that the pants bagged at the ankle and
scuffed along the sidewalk, and the sleeves came down so low that his hands
and the neck of his wine bottle were invisible.
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* * *

She heard them before she saw them, laughing and talking jive behind her,
shouting because the ghetto-blaster was rapping away at top volume. Just kids
on the street in the evening, right? Walking around outside because finally the
air was cooling off enough that you could stand to move. One of them jostled
her as he passed. Was it the same one who laughed? A few yards on, they
stopped as if they were waiting for her to catch up with them. The one with the
boom box watched her approach, a wide toothy grin on his face. She clutched
her purse tighter under her arm and looked straight ahead. If I don't see them,
she thought, they won't bother me.

Both of these descriptions—of the old man, of the city kids—rely on
stereotypes. You immediately recognized the old man as a bum, a wino.
And if you're a white American in the 1980s, you probably thought of the
kids in the second paragraph as black, even though I never actually said
so. I gave you enough subliminal clues to awaken the stereotypes in the
contemporary white American mind: "jive," "ghetto-blaster," "rapping,"
the city setting, the "wide, toothy grin," and the woman's fear—all of these
draw on the countless movies and television shows and news stories that
have played off of and reinforced racial stereotypes.

As writers, we find stereotypes are useful, even essential—but I'll
discuss that more in another place. It's important to remember that you
can also play against stereotypes. For instance, what if the paragraph
describing the old man were followed by this passage:

"Hey, old man," Pete said. "You've lost some weight."
"It wasn't the cancer, Pete, it was the cure," he answered. "I'm glad you're

here. Come on upstairs and help me finish this Chablis."

Kind of turns our understanding of the old man around, doesn't it?
That's part of the power of stereotypes—they set up expectations so you
can surprise your reader. To use stereotypes, either by working with them
or playing against them, you have to know what they are. Keep in mind
that while no stereotype will be true of every member of a group, most
stereotypes grew out of observations that are true as far as they go.

Jobs: Plumbers generally work with plumbing. Doctors usually wear
stethoscopes when making rounds or doing physical exams. Barbers and
hairdressers usually chatter as they work. Most newscasters take elaborate
pains to make sure they look good for the camera.

Sex: Adult women generally have developed breasts and fuller hips
than men; adult men usually have more facial hair, are generally taller,
and, in our society, have less elaborately coiffed hair. The sexes usually
dress differently. People of opposite sex often judge each other according
to sexual attractiveness.

Age: Old people are generally more frail, more likely to have poor
hearing and eyesight, more likely to forget things or lose the thread of the
conversation. Little children are more likely to fidget, to say embarrassing
things, to wander off, to misunderstand or ignore instructions.

Family role: Parents usually tell their children what to do. Siblings
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usually quarrel with each other. Teenage children are usually rebellious,
or chafing under parental rule.

Racial or physical type: Blacks usually have dark skin, full lips, and
wide noses, and, in America, have commonly had some experience with
racial discrimination; a higher percentage of blacks live in poverty. Orien-
tals usually have straight black hair and epicanthic folds. Redheads usual-
ly freckle and turn bright red when they blush or get angry. Navaho and
Hopi Indians tend to be heavy-bodied as adults.

Ethnic and regional traits: Italians tend to gesture a lot as they speak.
Oriental Americans are disproportionately successful in mathematics and
science. To northerners, southerners seem to drawl; to southerners,
northerners jabber. Westerners speak with a twang. Foreigners usually
speak English with an accent.

All of these stereotypes have a few—or even many—exceptions. The
actual stereotypes a community believes in will change over time, as com-
munity needs and fears and other attitudes change. What doesn't change
is the fact that humans identify people according to stereotypes, whatever
they happen to be, and you will, consciously or not, use stereotypes as part
of characterization in every story you write.

However, in fiction as in life, the better we come to know a character
through other means, the less important those initial stereotypes will be.

NETWORK

When I was growing up, my mother used to tell us that you never know a
man until you see how he treats his sister. The immediate purpose of this
was, of course, to get us boys to treat our sisters better. But the deeper
truth is that we are different people in different relationships.

Children experience this most sharply in their teens, when they start
putting on a different persona with their friends. A girl whose friends call
her "Rain" and who is cool as can be would rather die than let her friends
come home, where Mom calls her "Lorraine" and tells her that her room's
a mess, and where her little sister still wants her to play dolls sometimes.
She's a different person with her friends than she is with her family.

The same is true, to one degree or another, of almost all of us. We
have one personality at work, another on the phone, another with the chil-
dren, still another alone with our spouse. This can become hypocrisy, if
we deliberately try to deceive somebody into thinking we're something
we're not. But usually it isn't hypocritical at all. With each set of relation-
ships, we have a different history, different in-jokes, different shared ex-
periences. We act with different motives. We do different things.

Our "self," then, is a kind of network, many threads connecting us to
many different people, who are always shifting. We grow within any rela-
tionship that remains close; when relationships are interrupted or fade
away, the self that belonged in that relationship stays the same. Getting to-
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gether with old buddies you haven't seen since school, you tend to become
the same person you were when you all used to hang out together.

So you may think you know a person because of frequent contacts in
one setting, but in fact the taciturn fellow at work may be a cut-up at the
bowling alley; your tough-guy buddy may be embarrassingly sentimental
with his kids; your quiet, polite daughter or son may curse like a truck
driver (note the stereotype) with friends.

It is also one of the most startling and effective devices in fiction to
take characters out of one setting and put them in another, where differ-
ent facets of their personality come to the fore. The character himself may
be surprised to realize who he becomes when circumstances change.

HABITS AND PATTERNS

A person's habits and patterns of behavior are definitely a part of who he
is—especially if those habits drive you crazy:

She always drums on the table with her fingers.
He always clips stories out of the paper before anyone else has read

them, and then leaves the clipped stories lying around in piles, saying he's
going to file them someday.

She never replaces the toilet paper roll when she finishes it.
He always stops at the newsstand on the way home and spends fif-

teen minutes deciding whether or not to buy a magazine.
She finds your half-worked crossword puzzle and fills it in, incor-

rectly, in ink, because she can't stand to see empty squares.
He always insists on saying grace, loudly, in restaurants.
Other habits aren't necessarily annoying, but they tell you some-

thing about a person:
She carries a can of Mace with her wherever she goes.
He always parks his car on the dividing line between two spaces so it

won't get dented by other car doors.
She always takes the garbage out on Tuesday night.
He always washes a dish or glass as soon as he's through using it.
When she writes a check, she always draws three lines after the

amount.
Every one of these habits or patterns implies things about a person.

You may not know why or how a habit began, but you come to count on
the person always acting the same way in the same situation. The habit is
part of who he is.

It works just the same way with characters. Habits not only make the
character more realistic, but also open up story possibilities—a change in
pattern might show an important change in the character's life; other
characters might take advantage of her habits; curiosity about or annoy-
ance at a habit might lead to an interesting relationship between charac-
ters.
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TALENTS AND ABILITIES
A large part of who you are is what you can do. Often a person can seem
quite ordinary and uninteresting—until you hear him play the piano, or
get a look at her paintings, or see him stuff a ball through a hoop, or watch
her give a dynamite sales presentation. If a person has an extraordinary
ability that sets him apart from most other people, that ability becomes
who he is, at least to people who don't otherwise know him well.

Your readers will also perk up when a fictional character turns out to
be unusually good at something. A certain kind of fantasy and science fic-
tion depends on the hero who has some unique gift that enables him to do
great things. But talents don't have to be extreme to make them a vital part
of a character's identity. Superman can leap tall buildings in a single
bound. On the other hand, Robert Parker's series character Spenser
doesn't strain credulity, yet he is very good with his fists. We see him work
hard to stay good at boxing; we also never see him perform feats beyond
what we'd expect of a tough middle-aged former cop in Boston. After
reading all of Parker's Spenser novels, I feel like I know Spenser very well;
and when I think of him, one of the first things to come to mind is his abili-
ty as a fighter.

TASTES AND PREFERENCES

Another thing about Spenser that sticks in my mind is his penchant for
quoting poetry. You don't know Spenser until you know his love of litera-
ture. You don't know Rex Stout's great detective Nero Wolfe until you
know that he's a gourmet and that he spends certain hours every after-
noon tending his orchids.

Nero Wolfe's tastes border on obsessiveness, so that they dominate
his character. But in real life, with ordinary people, our tastes are part of
who we are. If you happen to love Woody Allen movies, don't you feel an
instant kinship with somebody who says, "I walk through the valley of the
shadow of death—no, I run through the valley of the shadow of death."
"Love and Death," you say, and then the two of you toss favorite scenes and
lines back and forth for a while.

What somebody likes does not define who they are—I mean, what
do you really know about me when I tell you that my favorite modern play
is Who's Afraid of Virginia Woolf? and that my favorite movies are Far from
the Madding Crowd and The Lion in Winter? Somebody could like all the
same things as you and still not be the kind of person you would allow to
babysit your children.

Still, real people do have preferences, and so should fictional charac-
ters. Not only do such tastes help the reader feel like he knows the charac-
ter better, they also open up possibilities within the story.

On a trivial level, knowing your character's devotion to wines will
give her something to chat about at dinner; a chance to show a flippant at-



What Is a Character? 13

titude—or resent someone else's flippancy; a reason to disdain another
character's lack of taste or knowledge. A character's tastes can even be
endearing, like Dagwood Bumstead's mammoth midnight-snack sand-
wiches.

On a more significant level, a character's love of skiing gives you an
excuse to get her into the mountains in the winter; gives her at least a few
friends she met on the slopes, friends who might phone or visit during the
story; allows you to show her escaping from someone on skis without the
reader doubting for a moment that she could do it. Skiing is already part
of who she is—it's perfectly in character for her to ski away from trouble.

BODY

It's no accident that I've listed physical appearance last among the ways we
come to know other people. A person's body is certainly an important part
of who he is. Physical handicaps can force changes in a person's life. More
minor physical problems—weakness, thinness, overweight, lack of beau-
ty—can have powerful effects on how a person feels about himself and on
how others treat him.

This sort of thing is vital for a writer to know about his or her charac-
ters. A character with arthritis or a metal plate in his leg or a severe case of
sinusitis is going to behave differently from one with no physical problems
or limitations. Chronic or permanent physical problems—or physical
strength and beauty, for that matter—will shape all the character's actions
and relationships throughout the story.

The reason I listed the body last is not because it's unimportant, but
rather because far too many writers—especially beginners—think that a
physical description of a character is characterization. If they have a wom-
an stand in front of a mirror and comb her long brown hair with the comb
delicately balanced in her slender fingers as she looks into her own flash-
ing brown eyes, such writers think they've done the job. I put the body last
on the list so it would be clear that physical description is only one factor
among many in getting to know a character.

And such matters as hair color, complexion, eye color, length of the
fingers, size of the breasts, or hairiness of the body—those are usually
pretty trivial, unless there's something exceptional about them. If readers
know a character's actions, motives, past, reputation, relationships, habits,
talents, and tastes, they can often get through a whole story without ever
knowing a character's eye color, and they'll still feel as if they know the
person.

Remember that of all these different ways of getting to know peo-
ple—and therefore getting to know characters—the most powerful of
them, the ones that make the strongest impression, are the first three:
what the character does in the story, what his motives are, and what he has
done in the past.



CHAPTER 2

WHAT MAKES A GOOD
FICTIONAL

CHARACTER?

REAL PEOPLE ARE WHO THEY ARE—you love 'em or leave 'em. But fictional
characters have a job to do. And if they aren't fulfilling their purpose,
they've got to change until they do—or another character has to be found
to do the job.

If they're major characters, they've got to be interesting and believ-
able enough for people to want to read about what they do.

If they're minor characters, they've got to advance the story line or
twist it or relieve tension or convey information—and then they've got to
get out of the way.

THE THREE QUESTIONS READERS ASK
When readers pick up your story or novel, they want it to be good.

They want to care about the people in your story. They want to believe.
They're on your side. That honeymoon with the readers lasts about three
paragraphs with a short story, two pages or so with a novel.

Within that time you need to give the reader some reason to read on.
You need to answer the three challenging questions that all readers un-
consciously ask throughout every story they read. When each question is
adequately answered, readers go on with the story. When a question isn't
answered well enough, doubts begin to rise to the surface.

Question 1: So What?
Why should I care about what's going on in this story? Why is this impor-
tant? Why shouldn't I go downstairs and watch TV? I've seen this kind of
thing happen in stories a thousand times before. If this is all the story's
about, I'm through with it.

Question 2: Oh Yeah?
Come on, I don't believe anybody would do that. That isn't the way things
work. That was pretty convenient, wasn't it? How dumb does this author
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think I am? Give me a break. This author doesn't know anything. I'm
through with this story.

Question 3: Huh?
What's happening? This doesn't make any sense. I don't know who's talk-
ing or what they're talking about. Where is this stuff happening? I don't
get it. This is just a bunch of words, it doesn't amount to anything. Either I
can't read or this author can't write, but either way I'm through with this
book.

Sounds pretty hostile, doesn't it? Well, as long as you do your job as a
storyteller and a writer, most of your readers will find you ready for these
basic questions.

Whenever they unconsciously ask "So what?" your story will give
them a reason to care.

Whenever a doubt comes into their mind and they're about to say
"Oh yeah?" your story will include a clue or an explanation that persuades
the reader to go on trusting you.

And, of course, you'll make sure there's never a moment of confu-
sion or inclarity in your story. On those rare but vital occasions when sus-
pense requires you to withhold a bit of information, you'll make sure your
readers know exactly what the question is, even if they don't know the an-
swer. Even the uncertainties in your story must be clear, so readers will
know you meant it to be that way, so they'll continue to trust your compe-
tence to deliver the story you promised them.

Your characters must deal with these three audience questions from
the beginning. With rare exceptions, stories are about people and what
they do, and, with even rarer exceptions, a story should focus on only a
few characters. (As a general rule, the longer the story, the more charac-
ters it can deal with well.) These major characters are the ones who must
satisfy those three questions the audience is constantly, unconsciously,
asking.

Not every reader will care equally about every character. When
you've answered the questions well enough to satisfy Group 1, there's still
Group 2 that won't care and Group 3 that won't believe, and Group 4 that
never gets what's going on at all.

YOU ARE THE FIRST AUDIENCE

A lot of this book is devoted to helping you learn how to make characters
more interesting and believable to your readers. But the starting point,
the most important factor of all, is whether they're interesting and believ-
able to you. You are the first audience for the tale.

If you don't care about a character, you can't possibly write an inter-
esting story about him. If you don't believe in a character, there's no
chance that you can make your readers believe in him either.
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This isn't something you decide intellectually. It's a feeling, a gut-
level response. When you think of an idea for a character (or for any other
part of a story), you either get interested and excited and know that you
want to write about it, or you don't. And if you don't, if a character or story
idea bores you or sounds silly to you, you can't possibly write a convincing
or engaging story—unless you find something else about the character or
story idea that does intrigue you.

Throughout the rest of this book, I'll be making suggestions about
ways to improve story ideas. I'll often give examples. Sometimes those ex-
amples will appeal to you—you'll care about the scrap of story I tell, you'll
believe in it. More often, though, you'll intellectually understand what I'm
doing, but it won't ring true to you, or it will seem a bit dull. That's OK.
This book can't possibly give you the exact answer to every story problem
you're going to run into. All I can give you are the questions you must ask
of your characters, the demands you must make of your story material.
Then you must keep asking those questions and making those demands
until you finally come up with an answer that works for you, that makes
you hungry to tell the story.

No two authors would ever tell a story the same way, because no two
people ever care about and believe in the same things to exactly the same
degree. Every story choice you make arises out of who you are, at the
deepest levels of your soul; every story you tell reveals who you are and
the way you conceive the world around you—reveals more about you, in
fact, than you know about yourself.

That's what it means when people tell you that you can only write to
please yourself. If you don't care about a story, you can't possibly write it
well. It's like writing down a long lie that doesn't convince even you.

But once you have a story that rings true to you, a story that feels im-
portant and worth telling, then you don't write just to please yourself. At
that point you must use every ounce of skill you have, every technique
you've learned through experience—and through this book—to help
your readers discover how important and truthful your story is, to help
them understand what's going on, to bring them into the world of your
story and let the events unfold before their eyes, in their imagination, in
their memory.

Some readers will be so in harmony with you that they'll receive your
story no matter how clumsy your efforts; for other readers you'll never
succeed no matter how good a writer you are. But that doesn't mean you
should shrug and write however you like. You owe it to other people to
give them the best possible chance to receive this important, truthful sto-
ry. You owe it to them to make it as clear as possible, to give them every
possible reason to care, every possible justification for belief.

Belief. Emotional involvement. Understandability.
I like to remember these principles by paraphrasing St. Paul:
Faith, hope, and clarity.
I don't think it even has to be paraphrased. Because if your story re-

ally does matter, if your made-up tales have any real value at all, then it
truly is an act of charity, of brotherly love, to open up that story to as many
people as can possibly receive it.
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Some techniques I'll tell you in this book can be used mindlessly and
mechanically, and they'll still work, to a degree. But I hope you won't use
them that way. I hope you'll only use them when they really belong in your
story, when they won't damage the truth and power of the tale.

Our objective as storytellers and writers isn't to make money—there
are faster and easier ways of doing that. Our objective is to change people
by putting our stories in their memory; to make the world better by bring-
ing other people face to face with reality, or giving them a vision of hope,
or whatever other form our truthtelling might take. You want the widest
possible audience to receive this message; when you use your best skills to
open up your story to other readers, you aren't "pandering to the masses,"
you're freely giving your best gifts. If your stories happen to reach a very
wide audience then yes, money will come. But it isn't the money that
makes the work worth doing; too many of us make too little for that to be
the motive that pulls us along.

The moment you use a technique that doesn't belong in your story,
solely for the sake of appealing to some imagined reader who wants a bit
more sex or a tad more sentimentality or some tough action, at that mo-
ment your story dies a little, becomes a little more lie and a little less truth.
For every reader you might gain that way, you'll lose the power to influ-
ence a dozen others who will recognize the falseness in your story and re-
ject it.

INTERROGATING THE CHARACTER
I'll talk in a minute about where ideas for characters come from. But be-
fore you go in pursuit of ideas, it's good to know what to do with an idea
when you find one.

You ask questions.

Causal Questions
The questions you'll need to ask are mostly about causes and results. Why
would he do such a thing? What made him do it? If he does it, what will
happen as a result?

Let me give you an example. I recently conducted a workshop I call
"A Thousand Ideas in an Hour." I've done this with adults and children,
professional writers, aspiring writers, and people who have no particular
interest in writing. It's always an exhilarating, creative hour.

This time I was working with a group of fourth-graders in my son's
school. I asked questions; they came up with answers.

Do you want a story about a boy or a girl?
—A boy! No, a girl!

OK then, we won't decide yet. How old is this person?
—Ten! No, twelve!
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Twelve? Why twelve? What happens to you when you're twelve?
—You can stay up later.

Oh? What do you do when you stay up later?
—Watch TV!
—The good shows!
—Scary shows!

What else can you do?
—Go places by yourself!

Where would you go?
—The mall!
—Friends' houses!
—Wherever I want!

Heck, I'm thirty-seven and I can't do that.
—When you're twelve you get more money.

How does that happen?
—Bigger allowance.
—Babysitting.

So twelve-year-olds can babysit. Have any of you ever done any babysit-
ting?
—My brothers.
—The baby.
—I have.

What can go wrong when you're babysitting?
—The house burns down.

Yeah, but that doesn't happen very often.
—The kids start a fire!

What do you do then?
—Put it out!
—Call the fire department!
—Get out of the house!
—Get the kids out of the house!
—Leave the one who started the fire!

Oh, you're all heart. A fire would make an exciting story, but I don't feel
like doing that one right now. What else can go wrong when you're baby-
sitting?
—Messy diapers.

That's just part of the job.
—The baby crying.

OK, the baby's crying. What do you do?
—Change his diaper.
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You changed the diaper. He's still crying. What do you do?
—Feed him.
—Burp him.
—Tell him to be quiet.

You do all that, he's still crying.
—Maybe he's sick.

There's a chance of that. What do you do?
—Call your mother!

She isn't home. She had a meeting that night.
—Call the people. The people you're babysitting for.

They're driving somewhere and they don't have a car phone.
—Go next door!

You don't know those people, and it's dark and there are a lot of trees and
they aren't home anyway.
—You're cheating!
—You won't let us do anything!

It's no fun if it isn't hard. All these things you're telling me, they're part of
the story. You try everything, and it doesn't work. What do you do now?
—Put it to bed and let it cry.

You do that, and it screams louder and louder until it starts choking and
coughing and you pick it up again. What next?
— C a l l the doctor.

His office is closed.
—Call the hospital!
—The emergency room!
—They never close.

You've got me; I can't weasel out of that. They never close. So you call.
What happens? They tell you to try doing all the stuff you've already tried.
They tell you to call all the people you already tried to call. Then what?
—Woooooooo!
—Ambulance!

OK, you called an ambulance. It pulls up, siren going, lights flashing.
What happens?
—The baby stops crying.
—The parents come home!

Wonderful! The baby stops crying and the parents come home. They see
an ambulance at their house, they come inside—
—The baby's sleeping.
—Like a baby!
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What do you do?
—Tell them what happened.
—They won't believe you.
—They never believe kids.
—They yell at you.

Maybe they do, maybe they don't. But do they ever hire you again?
—Never!
—Nobody does!
—They tell your parents!
—Your mom never lets you babysit again.
—You go back and smack the baby!

You want to, anyway.
—This isn't a fair story! It wasn't your fault!

Right. It wasn't your fault. So what do you do about it?
—Make your parents believe you.

How do you do that?
—Have your mom babysit the stupid kid.

Great idea! Only you don't make her do it. Let's say that a couple of
months later the parents call and ask your mom to watch the baby for a
while. You don't even go downstairs to see them, you're so embarrassed.
You just sit in your room, studying, reading, whatever.
—Listening to tapes.
—Watching TV.

What happens?
—The baby starts crying.

The baby cries. You can hear it up in your room, you listen, you enjoy.
You know your mom's changing the diapers, feeding it, all the stuff you
did. Trying to call the parents. She even tries to call her mother.
—She calls an ambulance!

Maybe! But I think it's enough if she comes upstairs, opens your door,
holding the baby screaming its head off, and says, "OK, kid, you were
right. You can babysit again."
—Not if it's that baby!

Right! That's what you tell her. And the story's over.

Notice the process that's going on here. We started out knowing nothing
more than the character's age. But that gave us enough that we could start
asking why and what result.

What happens because you're twelve? There were several answers. Any
one of them would have been useful—in fact, later in that same session we
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went back and got another story out of the idea of twelve-year-olds staying
up late and watching scary movies. But I happened to choose babysitting.

What can go wrong? This is a fundamental story question, asking for
complications and difficulties. But it's also a what result question—only I
slanted the question to get negative answers. After all, there's no story if
nothing goes wrong. The idea of a fire was too melodramatic for me,
though of course a wonderful story could be told about saving the chil-
dren you're babysitting. But it just wasn't what I felt like working with
then, so I kept asking the same question till I got an answer that I liked.

Once we had the idea of the baby crying, I again asked a what result
question. What do you do to stop the baby from crying? Each time they
came up with a possible solution to the problem, I agreed that the babysit-
ter would try that, but kept saying that it didn't work. Why? Because the
minute something worked to stop the crying, the story would be over.

If one of them had suggested that the babysitter should examine the
baby's body, then I would have asked what the babysitter found. Maybe a
bruise, maybe a horrible bug—who knows what they would have come up
with? It might have led to the babysitter finding out the cause of the cry-
ing. But since nobody came up with any suggestions except the obvious
and uninteresting ones, I made them keep going—I wouldn't let the baby
stop crying.

I could have asked more sophisticated motive questions. Why
doesn't the babysitter just put the kid to bed, close the door, and ignore
the screaming? Then they might have said such things as: The babysitter
was once locked in a dark room when she was little and she can't stand to
leave anybody else alone. Or: She can't stand to hear babies cry.

Or: She's afraid the baby might die.

Why would she be afraid of that?
—Her little brother died.
—He cried all the time before he died.

Do you see how the answer to this simple why question opens up new possi-
bilities in the story? The version we actually came up with was fine. It
would be a cute, funny story. But coming up with a reason why this crying
baby would mean far more than annoyance to the babysitter adds an ele-
ment of urgency, of poignancy. Now the glib ending might not be
enough. Now the babysitter's mother might understand why the babysit-
ter called an ambulance, might explain to the baby's parents. We might
even want to have it end with the paramedics discovering that there really
was something wrong with the baby. Or we might want to lead up to the
babysitter's mother driving them both to the little brother's grave, and
talking about it in a way they never had before.

But such possibilities only emerge when we demand more from the
idea, when we ask more why and what result questions. If you stop with the
first acceptable answer, the first "good enough" version of the story, you
lose the chance to move from shallowness to depth, from simplicity to
complexity, from a merely fun story to a fun but powerful one.
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Exaggeration
Notice also that as I kept insisting that nothing would stop the baby's cry-
ing, I was building the baby up to mythic proportions. It had ceased to be
an ordinary baby, one that can be comprehended by the normal human
mind, and had started to become the archetypal Baby, the unfathomable
barbarian who emerged from the human womb but now rules the family
with its whimsical, unintelligible demands; the Baby as a devil-god no sac-
rifice will ever satisfy.

A little exaggeration helps turn an ordinary, believable, dull person
into an interesting one. A little more, and the person becomes more ar-
chetypal, but a bit less believable as an individual. Even more exaggera-
tion, and a character becomes a cartoon, a caricature, perhaps useful for
laughs or satire, but not for poignancy or real belief. Exaggerate too
much, and the character becomes utterly useless: unbelievable, unrecog-
nizable.

Do the Twist
In the story idea the class and I worked out together, we assumed that the
babysitter was a responsible human being, trying to do a good job. But
what if the babysitter has a racket? What if the parents always come home
to find the baby crying, so they'll feel guilty for the awful time the babysit-
ter had and pay extra?

The method here is to take an assumption about a character and give
it a good sharp twist. I was conducting a thousand-ideas session at a con-
vention in Chattanooga that happened to be attended by Gene Wolfe, the
most brilliant writer of speculative fiction in the 1980s. The group had in-
vented a fantasy character—a young king who had to abstain from all sex-
ual activity as a kind of sacrifice; if he ever achieved any kind of sexual ful-
fillment, his kingdom would weaken, the magic that sustained it would
slacken or fade. We had all assumed that the young king would be restive
under his obligatory limitations, yearning for sex and trying to find a way
to escape his guardians. But Wolfe said, "No, no, you don't understand.
This young man thinks they don't restrict him enough. He's absolutely ter-
rified that he'll accidentally slip into some form of sexual release and
cause some dire consequence to his people. He'd make sure they watch
him all the time."

The character the group had invented was believable, certainly—a
lot of teenagers in real life expend considerable effort trying to escape
sexual limitations. But Wolfe's twist led to a character no less believable,
but a great deal more interesting, and from there we asked a lot of why and
what result questions that made for one of the best stories ever to emerge
from such a session.

The Cliche Shelf
Never let an idea pass through your mind without giving it the third de-
gree. Shine a bright light on it. Demand that it answer your questions.
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And let your questions, again and again, be Why? What caused that? For
what purpose? What's the result of that? What would happen then?

Be brutal. Don't let your idea sit there without answering. Don't be-
lieve the first answer that comes to mind, either. Chances are very good
that the first answer you come up with will be a cliche. The second one, too.
Keep asking the questions, trying for more answers—eventually one will
come along that really comes alive for you. Or if the one that works best
for you is one of the first ones you thought of, then fine, go back to it.

And then, when you think the idea is just right, when the character is
exactly what you want her to be, exaggerate an aspect of her that nobody
else has ever thought of exaggerating. Or give the character a little twist.
Or both.

Everybody—not just writers—has a little library of cliches, stock sto-
ry elements. We all pick these up from our reading, from jokes and stories
people tell us. Most of these are public cliches—events and characters that
everybody has seen a lot of over the years. Some are private cliches, per-
sonal quirks or obsessions that you aren't even aware of.

When you're writing along, or outlining a story, or simply interro-
gating an idea that just came to you, chances are very good that when you
ask one of these why and what result questions, the first answer that pops in-
to your mind will be a cliche. It's as if, without even looking up, you reach
onto that cliche shelf and pull down the first thing that comes to hand.
And if you aren't paying attention, you'll settle for it, and your story will be
weaker and shallower because you made do with a cheap and easy answer
and didn't keep asking questions until you came up with something really
good.

FROM CHARACTER TO STORY, FROM
STORY TO CHARACTER

There are some specific questions that will help open up possibilities in
your mind as you interrogate your ideas.

In that thousand-ideas session, when we just had a twelve-year-old
kid we didn't have a character, really. Once we got a job for the kid, then
we had a stereotype: babysitter.

A simple stereotype isn't much to build a story on. But that question
I asked—What could go wrong?—is one of the basic questions you ask to get
a story or situation out of an idea for a character.

Often you'll find yourself in the opposite position. You'll have an
idea for a setting or situation for a story, and you won't have any idea
about who the characters ought to be. Then the question you ask is: Who
suffers most in this situation? Your interrogation of the idea will then focus
on the person who has the most need to change things—that will almost al-
ways lead you to the most possibilities, and it usually happens that the
character you find this way will end up as the main character of the tale.

Actually, for practical reasons the question should usually be: Who
suffers most in this situation without dying or being incapacitated? The
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story usually can't be about somebody who dies at the beginning, or who is
rendered incapable of doing much throughout the rest of the tale.

This whole chapter has been about questions, hasn't it? There are
questions the audience asks:

So what?
Oh yeah?
Huh?

You ask those questions, too, but you ask many more. There are the causal
questions:

What made this happen?
What is the purpose?
What is the result?

Then there are the questions that open up story and character possibili-
ties:

What can go wrong?
Who suffers most in this situation?

Finally, there are two processes that wring the last drop from a character
or story idea:

Exaggeration
The Twist

There. Now that we've got a plan for what to do when we find an idea, let's
go get some.



CHAPTER 3

WHERE DO
CHARACTERS
COME FROM?

TO GET IDEAS FOR CHARACTERS, you don't have to go searching until you
find the Holy Grail. There's no mystical process involved. All you have to
do is turn your mind into a net for ideas, always casting out into the waters
of life and literature, and gathering in the ideas that are there waiting to
be noticed.

Because, you see, ideas are cheap. They're around you all the time.
You can't get through a day without running into hundreds, even thou-
sands of ideas for characters or stories.

Not me, you say?
Yes, you, says me.
If you don't notice these ideas, it's because you aren't paying atten-

tion. You let them slide on by without ever realizing they were ideas at all.
So let me take you through some of those sources of ideas, so you can

see how an idea net can snag characters and get them to where you can in-
terrogate them, whip them into shape—bring them to life.

IDEAS FROM LIFE

Oh, yes, you know all about mimesis—how art is supposed to derive from
life. But not your life. Nothing happens around you that isn't ordinary,
dull, uninteresting.

How wrong you are. What seems ordinary to you will seem strange
to someone else. Furthermore, something that seems ordinary to me will
seem strange when you describe it, because you'll see it from a different
perspective.

I think immediately of a couple of fantasy novels I read that concern
some ordinary teenagers in the hill country of Georgia. These teenagers
get involved with visiting elven-folk, or Sidhe, who think of America as the
magical land of Tir-Nan-Og. The effect is somewhat like the Iliad, with
godlike beings manipulating human affairs for their own benefit. Not un-
til I read the second book, however, did I realize the author didn't seem to
understand what was really interesting about these stories. The author, to

25
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whom the Georgia setting was ordinary, was fascinated with the Sidhe,
and in the second volume had a lot of the movement of the story take place
in their world. But to me, the Sidhe lived in a stock fantasy Neverland, a
place I've seen so often in fantasy fiction that it bores me silly. What I loved
was the part of the story that took place in Georgia, showing people who
were at once believable and strange. What seemed like ho-hum stuff to the
author was fascinating to me.

So when you're looking for characters, cast your net first in your own
life—the people you see, the people you know, the person you are.

Observation of Strangers
Some writers have resorted to carrying a notebook or tape recorder with
them to record observations or snatches of dialogue. You'll be at the gas
station, standing in line at the grocery store, in a waiting room before an
appointment, and you'll hear someone tell a story or express an attitude
or perform some act that strikes you as funny or annoying or weird—or
exactly typical. Such an observation can be the root of a fascinating char-
acter.

For instance, I was recently at the local Big Star supermarket during
the after-work rush and needed to check out quickly. I got in the shortest
line, immediately behind a woman with only a few items in her basket,
thinking that she wouldn't take long. But while we waited in line, her hus-
band and three children all arrived with armloads of other items. OK, I'll
tell the truth: there was only one kid, and the father and the kid each had
only one or two things to add. But the minute I caught on to what was hap-
pening, I started exaggerating it in my own mind. The idea net was oper-
ating without my even realizing it. And a little exaggeration sure made for
a better story, didn't it?

Anyway, the result was a family I'm going to use in a story sometime.
I'm not sure of their motivation yet, but I think it has to do with one par-
ent's obsession with avoiding wasted time—or perhaps it's the family's co-
operative answer to the problem of doing housework when both parents
work and all the kids are in school. Anyway, they divide up the grocery list
on the way to the store. Each person gets a section of the store. Mom gets a
cart and stands in line. Each person has time for exactly two armloads of
stuff before she gets to the checker. If anybody fails to get his whole list, he
suffers deep embarrassment at the meal where that item was supposed to
be on the menu.

This isn't a story yet, of course. It's just a comic family situation. But I
can imagine using, as my main character, one child who is deeply embar-
rassed about this whole process. But then, maybe I'll give it a half-twist
and write about the kid who thought this system up and believes the oth-
ers don't do it half well enough. I might have the family members compete
with each other to see who can get the most items on the list—and then
have my main character always win by scanning other shoppers' carts as
he scoots through the store, snatching items he needs from their carts in-
stead of having to search them out on the shelves. There are a lot of char-
acter possibilities from that one rather ordinary observation.
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However I end up using the idea—if I use it at all—it came from
watching people converge on a cart in the grocery store.

Remember, though, that the words you hear or the event you ob-
serve are rarely usable exactly as they happened. You don't have to exag-
gerate as much as I did in this case, but you do need to demand more from
the idea than the plain facts.

When somebody says something intriguing, you need to ask yourself
why somebody might say something like that, why someone might have
that attitude. Don't settle for your first guess as to motive. An interesting
observation is nothing more than local color, a bit of background—until
you wring from it all its story and character potential.

People You Know
I know a lot of authors who use their friends or family members as models
for characters in their stories. I've occasionally done it myself.

And why not? You know these people. You know their quirky way of
talking, the odd things they do, their virtues and weaknesses. Besides, it's
easier to simply describe someone you know than to invent someone new.

All true. But let me give you a few warnings, too. There are two cate-
gories of Things That Can Go Wrong.

1. Taking characters "from life" can lead to bad fiction.
You may not know these people half so well as you think you do. Af-

ter all, you are never inside their memory, inside their soul—you don't re-
ally know why they do the things they do. You know why they say they do
them; you know your own guesses. But when it comes to writing your
character, you have to know a lot more than you'll ever know about your
friends or family. So it isn't just a matter of copying. You've still got to do a
lot of invention before a real-life character—even one you know well—is
ready to hold down a job in your fiction.

Also, when you use real-life incidents, it's easy to forget that your
readers don't know that the incident really happened to a friend of yours.
If the event is particularly strange or intriguing, your readers are going to
need some serious justification before they believe it. You, however, may
not realize this, and so you'll expend no effort trying to show how such a
thing could happen, or justifying why your character does what she does.
The result is that at exactly the points where your story is most factual, it
will be least believable.

Remember that believability in fiction doesn't come from the facts—
what actually happened. It comes from the readers' sense of what is plausi-
ble—what is likely to happen. And the further you stray from the plausi-
ble, the more time you have to spend justifying the event, piling up details
to show the process, explaining motivation and cause and result, so that
the reader will believe. "But it really happened like that" is no defense in
fiction.

2. Taking characters "from life" can lead to personal problems.
If your friends or family members recognize themselves, you can be

in deep trouble, and not just when you do a hatchet job on them. You may
even think you've treated them "nicely" or (shudder) "fairly." But remem-
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ber, all the time you've known them, they didn't know they were being "in-
terviewed" or "filmed" for inclusion in your fiction. They may have con-
fided things in you—hopes and fears, memories and motives—that were
just between friends. When you put them in the pages of a story or book,
they have every right to feel betrayed.

Asking their permission first can be even worse. Then they start to
feel a proprietary interest in the story; they call you up with new reminis-
cences. You'll very soon find yourself having to say, "I'm sorry, I'm only
using a few bits from your life, and I just don't need any more." Worse,
when the story comes out you'll get the Phone Call: "I can't believe you
showed me doing that. I never would have done that." Very few friend-
ships can stand the strain of an author-character relationship. The whole
point of being an author is that your characters do what you tell them to
do. Your friends and family just don't follow that pattern.

The solution to all this is simple. Use your family and friends as the
starting points for characters—but then use the full process of interroga-
tion to transform them from the people you think you know into the char-
acters you really know. In other words, make new people out of the old
ones.

Then discard all the extraneous details. Just because you're model-
ing the character on your sister doesn't mean that the character has to look
like her, or have the same career, or the same taste in clothes, or the same
childhood experiences. Jettison anything about the real-life model that
isn't essential to the new character, and disguise everything else that you
can.

Then if your sister or father or friend later asks you, "Was this char-
acter supposed to be me?" your answer can be, in complete honesty, "I'm
glad he seemed so real that you thought he was like you. But you're much
nicer (prettier/more sincere/gutsier) than that character." If you've taken
bits out of your friend's life that can't be fully disguised, you can say, "I
might have taken some bits out of the lives of people that I know—that
sort of thing can't be helped, it happens without a writer even noticing—
but the characters are meant to be themselves. None of them are modeled
on any particular person." If you have done the job of fully inventing your
characters, this statement will always be true.

I learned all these lessons the hard way. When I was in college, I
wrote a play based on my mother's family. My only source was Mother's
own reminiscences of childhood and adolescence, told to her children as
we grew up. I loved the stories—and besides, I had been told, time and
again, "Write what you know."

The result was a pretty good little play, given the state of my skills at
the time. But when my mother saw it, she was aghast. She made me prom-
ise not to invite any of her brothers or sisters to see it.

Why? There were no villains in the story. Everyone was sympatheti-
cally portrayed.

The problem was that my mother knew something I had not
thought of: She and her siblings weren't likely to remember these events
quite the same way. Even though these things had all happened more
than thirty years before, feelings would be hurt, questions would be
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raised, and old family tensions would be revived.
And the funny thing was that the best things about these characters

were not the elements I took from Mom's stories. The best things were the
motives and misunderstandings, the dialogue and the details that I had
invented to flesh out the tales.

That is always true. Modeling characters on life is not a method, it's a
starting point. The characters who come to life on the page or on the stage
are the ones that have passed through the storyteller's imagination. Your
readers already "know" people as well as real people ever know each oth-
er. They turn to fiction in order to know people better than they can ever
know them in real life. If your story tells them nothing more about people
than they already know, you've let your audience down. By sticking to the
facts, you cheat them out of the chance to learn the truth.

Yourself
OK, you've never murdered somebody, and your character is a murderer.
Does that mean you've got to go interview people on death row in order to
find out how they think?

No. Of course you can interview them, and you might get some inter-
esting insights—though all the warnings about modeling characters on
friends and family also apply to modeling characters on interview sub-
jects. There's an added problem, too: Interview subjects never tell the
truth. Oh, they may think they're telling the truth, but in fact their stories
and statements are altered by the fact that they're telling them to someone
else. They want you to think of them a certain way, and so they'll empha-
size certain things and leave out others that don't make the right impres-
sion. If you believe everything you're told in an interview, your story may
be less true than if you never interviewed a soul. At best, an interview will
be a starting point—you will still go through the whole process of charac-
ter invention.

There is one person you can always interview, however, who will tell
you much more of the truth than others ever will—yourself. You can
imagine what it would take to get you to behave in a certain way.

So what if you've never murdered somebody? Haven't you ever been
blindingly angry? Haven't you ever longed for cold revenge? You've felt
all the emotions, all the motives. All you have to do is imagine those feel-
ings and needs being even stronger, or imagine your inhibition against vi-
olence being even weaker.

Was it a crime of passion? Then imagine what kind of provocation it
would take for you to be filled with murderous rage, and then find the
sort of provocation that would get that same reaction in your character.

Was it a calculated murder in order to win some objective? Then fig-
ure out which of your own attitudes you'd have to change before you'd
come to regard murdering somebody as a reasonable way to get him out
of the way in order to achieve your goal. What if you were fighting for
some desperately important cause? What if you had grown up in a situa-
tion where killing was commonplace? What if you had cause to think other
people were all beneath consideration?
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Analogy
What if you just can't imagine yourself doing something? Then, instead of
trying to think of what it would take to get you to do what your character
does, think of something you actually have done that is like what the char-
acter does.

For instance, Michael Bishop faced this problem in his brilliant 1988
novel Unicorn Mountain, in which one character, Bo, is a young homosexu-
al who is dying of AIDS. Bo and another character are at a motel swim-
ming pool when three muscular young men come to swim. Bo might have
had any of several responses: envy at their health and strength; resent-
ment that these boorish young heterosexual men don't have to pay a price
like AIDS for their sexual activities. But what Bishop chose to show was
simple lust. These three young swimmers had attractive, muscular bodies.
Having AIDS hadn't stopped Bo from being a homosexual. He still
looked at these young men with desire.

I believe that Bishop, who is not a homosexual, based this scene pri-
marily on analogy. What is it like to be a homosexual with AIDS? This
question surely came up again and again as he worked on Unicorn Moun-
tain. I think it led him to this analogy: It is very much like being a hetero-
sexual with a fatal disease that has cut you off from having sex with any-
one, but hasn't yet made you impotent or weakened your desire.

Bishop knew what we all know, that swimsuits reveal people's bodies
a great deal more than business suits do, and that nowadays swimsuits are
designed to emphasize sexual attractiveness. It just happened that Bo was
interested in and aroused by the men at the pool. Yet he was not affected
the way a woman is usually affected when watching men in swimsuits. He
was affected as heterosexual men are affected when they watch women in
swimsuits.

Complicated? Yes. And yet it led Bishop to write a quiet but startling
scene that rang true—with me, at least. I did not realize that I had been
asking the question: What is it like to be a homosexual? But when Bishop
showed me this scene, showed his character's attitude toward these young
men, I realized the question had been answered, at least in part—and that
it was an important question, one that would matter to me even after the
story was over, because it gave me a new way of looking at and under-
standing other human beings. In other words, Bishop had achieved one
of the primary purposes of fiction.

So if you can't imagine doing what your character must do, then
compare that act with something you have done. Is my character going to
kill somebody to get her out of the way? Then I might think of a time when
I carelessly disregarded someone else's feelings because I was rushing to
get a job done. I lost a friendship. I didn't kill anyone, but I did feel that
same single-minded focus on my goal that left no room for regarding an-
other person's needs. In my mind, that former friend had ceased to be a
person. And, remembering that painful event in my past, I can then, by
analogy, show how my character completely disregards the value of other
people's lives.
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Memory
I've come to this last, because this is a deep well, but one that can quickly
become exhausted. Whether you mean to or not, you will constantly draw
on your own memory for incidents and characters in your fiction. In fact,
all these other sources of characters arise out of memory—your memory
of your friends and family, your memory of strangers.

All these memories are distorted by time or your own needs and per-
ceptions. No less distorted is your memory of yourself—what you did,
what you meant to do, what caused you to do things, what the results of
your actions turned out to be. Yet, distorted or not, your memory of your-
self is the clearest picture you will ever have of what a human being is and
why people do what they do. You are the only person you will ever know
from the inside, and so, inevitably, when your fiction shows other charac-
ters from the inside, you will reveal yourself.

This will happen unconsciously, whether you plan it or not. Some-
times it will startle, even embarrass you, when you look back on a story
you've written and suddenly realize how much you have confessed with-
out even meaning to. I once handed the manuscript of early chapters of
one of my novels to a friend and fellow magazine editor. She read it, and
when she gave it back, among her comments was this one: "It's an interest-
ing exploration of self-alienation. This guy really hates his own body."

I smiled and nodded, as if that had been precisely my intent. But the
fact was that I had no idea that such a theme was emerging in the story.
Yet I knew at once that she was right, that without even meaning to, I had
created a character whose situation exactly mirrored the cause of many of
my deepest injuries and much of my personal anguish during my teenage
years. It made it hard to go on writing the novel, in fact, because I was
afraid that my novel was exposing more of me to my audience than I ever
intended. In fact, it was. But I finished it and published it, and despite
many flaws, the book remains one of the truest stories I've told.

Whatever obsessions you have, whatever memories are most impor-
tant to you, either negatively or positively, they are going to show up in
your work no matter what you do.

However, just because your memory will be an unconscious source
of characterization doesn't mean you can't also mine it consciously. When
I needed to show a child character's attitude toward his older brother and
sister, I remembered how I felt toward my older brother and sister when I
was little; I even used incidents that showed what those relationships were
like. In no sense were the characters of the brother and sister based on my
own brother and sister—but the child character was based on my memory
of what it was like being myself at that age. I know far more about myself
than I'll ever know about any other human being—it only makes sense
that my most truthful material will usually come from my own recollec-
tions.

The danger of delving into your own memory is that you've only
lived one life. You're going to keep coming up with the same incidents and
attitudes over and over again, without even realizing it. This is where per-
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sonal cliches come from, constantly mining the same spot in memory, the
way a child will keep picking at the same sore. You have to make a con-
scious effort to keep from remembering the same things in the same way.
In other words, even when you take a character directly out of yourself at
some particular time in your life or in some particular situation, you still
have to invent that character—ask the causal questions, exaggerate, twist.

Finding "New" Memories
What I'm about to suggest smacks of self-psychoanalysis, and for all I
know it may have therapeutic value. But I suggest that one way for you to
discover good characters is to search randomly through your memory,
just as you move randomly through the world around you, with your idea
net extended.

The way you do this is to pick some arbitrary starting point. It might
be a point in time: seventh grade, for instance. What school were you in in
seventh grade? Who was your homeroom teacher? Who were your other
teachers? I immediately remember Mr. Arella, the science teacher—a
man I haven't thought of in twenty years, yet his name was there, waiting
to be dredged up. His was the last class of the day for me, and I recall stay-
ing after school the first few days, talking to him, asking questions. Partly
it was because I really was interested in science, but mostly it was because I
was waiting for my mom to pick me up—I couldn't walk home carrying
my tuba. By the end of the second day, he started calling me his "lab assis-
tant" and talking about how I'd stay after school and help him clean test
tubes and jars—not at all what I had in mind. I soon stopped staying after
class; but I remember that later in the school year, I heard him refer to
someone else as his lab assistant, whereupon he affixed me with a steady
gaze for a few moments before moving on to talk about something else.
Without meaning to, I had apparently hurt his feelings or let him down
somehow—though he had never asked me whether I wanted to be his lab
assistant.

I also remember that in the encyclopedia I happened upon a de-
scription of how to separate water into hydrogen and oxygen using an
electric current. I talked to Mr. Arella about it, telling him what I had fig-
ured out about how to conduct the experiment. He encouraged me; I
went to a great deal of trouble to find batteries, strips of copper, and a way
to hold everything in place while hydrogen arose from the water to fill an
overturned jar.

I set up the experiment for the first time in front of the class—it nev-
er occurred to me to rehearse in private. The experiment didn't work. I
don't know why, and neither did Mr. Arella, but we never got that little
puff of an explosion from a lighted match that tells you isolated hydrogen
was present. It was frustrating and embarrassing.

But that was nothing compared to the frustration when, a month or
so later, he got to the electrolysis section in the textbook, opened the cup-
board, and took out a complete prefabricated electrolysis device. All the
elements were there, professionally designed, preassembled, and ready to
use. After class I demanded to know why he had let me go to all that trou-
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ble when he had the experiment already in hand. "I wanted you to learn
from your own experience," he said. A noble thought. But at the time all I
could see was that he had let me waste a ridiculous amount of time and
caused me much public embarrassment, when he could have said, "Want
to see electrolysis work? I've got the whole setup right here in the cup-
board."

My only consolation was that his professional setup didn't make any
more hydrogen than my amateurish one did.

All these memories came flooding back the moment I typed the
words "seventh grade" into my computer. Are any of them usable for a
story? Probably not directly. I have no idea how interesting this story is,
but I suspect your eyes were beginning to glaze over before I had finished.
Still, if I interrogate the character of Mr. Arella—or of myself—I may find
an interesting story there:

I didn't do anything to "get even" with Mr. Arella, but what about a
student character who did plot vengeance?

Or what if the teacher character has a different motive for letting the
student embarrass himself? What if he's getting even for the student's fail-
ure to serve as his lab assistant?

Or what if I choose a different experiment, one that causes even
more embarrassment than simple failure?

Or what if I change the relationship and make it a husband and wife?
The wife is going into the same line of work as the husband; she gets a ter-
rific idea and sets to work on it. He encourages her, and she goes to great
effort, but fails. Only later does she discover that he knew exactly how to
do the whole job, even had key pieces of equipment or information that
might have allowed her to succeed. When she confronts him, he says, "I
figured you'd want to do it on your own."

"I didn't care about doing it on my own! I cared about doing it right,
and you could have helped me do that!"

"What kind of career is it if your husband steps in and makes it easy
for you?"

"I put you through college, you jerk! What kind of education would
you have had if I weren't the kind of wife who stepped in and made it easy
for you? People in business sometimes help each other. Nice people do,
anyway. They don't let somebody drown while they've got a life preserver
in their hands!"

"OK, I'm sorry, I made a mistake!"
"It wasn't a mistake. You meant me to fail. You wanted me to blow it,

because if I did it right then I'd be a threat to you!"
"Oh, I see, I'm not just a husband who made a mistake, suddenly I'm a

symptom of the whole male conspiracy against women. The trouble is, if I
had helped you, that would also be part of the male conspiracy against
women, since I would have been plotting to prove to you that you couldn't
succeed without my help!"

And so on. This relationship has some story potential, though the
scene itself is far too abstract to be useful—real people don't stick to the
subject so relentlessly while they argue. This scene would never end up in
a story, but these characters, this relationship, might. And if such a story
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ever comes to be, who would guess that it emerged from the incident with
Mr. Arella and the electrolysis experiment, which came to mind solely be-
cause I was randomly exploring through times and places in my memory.

IDEAS FROM THE STORY

As you work on a story, it will suggest characters to you—as long as you
know how to look for them.

Who Must Be There?
Let's say you're telling the story of a young princess who's being held cap-
tive in the top of a tower. If fairy tales don't appeal to you, update it: A
young girl who has been kidnapped off the streets of New York and is be-
ing held captive in an abandoned building. Or if melodrama doesn't ap-
peal to you, a girl who has to spend the summer with somebody unpleas-
ant while her parents are off on a long working vacation in Australia.

The story idea itself will imply certain characters. Since the girl is be-
ing held somewhere against her will, there has to be a person who is hold-
ing her—a "villain" who has caused her confinement. Also, there must be
some people she was kidnapped from. If she's a princess, by implication
there must be a king or queen—or both—who want her back. Or perhaps
she feels that her parents wanted to be rid of her. Either way, one or both
parents must figure into the story.

If she's staying with relatives, then those characters must be added as
well. A bossy aunt? A boring uncle? Or, more sinisterly, an aunt who is al-
ways off "shopping," while the uncle stays around home like a couch pota-
to, sleeping in front of the television; only it turns out that the uncle is mix-
ing up hallucinogenic chemicals in the basement all night, while the aunt
makes drug deliveries during the day. No, no, you say—you're getting
melodramatic again. All right, the aunt is always away because she's sup-
porting the family, and the uncle is every bit as lazy and dim-witted as he
seems. He's even dumb enough to think that his young niece will appreci-
ate suggestions for a relationship closer than nepotism.

Whether any of these ideas interested you, you can see how the proc-
ess works. The basic idea of the story requires certain people to be
present. Once you know the story roles that must be filled, you can use the
process we've already talked about to create interesting, well-rounded
characters for those roles.

Who Might Be There?
Besides the people who must be there because of the story, there are also
characters who might be present simply because of the setting. Let's take
the girl living with her aunt and uncle for the summer. They might have
children. Younger ones that the girl is required to tend? Older ones, who
exclude her from their good times or otherwise make her miserable? One
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exactly her age who resents having her there—or who is horrible and bor-
ing and wants to be with her all the time?

The aunt and uncle must live in a place, of course, so is it a town? Are
there neighbors? A local 7-11 store, with a clerk she befriends, or kids who
hang out playing pinball or video games there?

Maybe the aunt and uncle live at the beach—there are always people
coming to the beach. Could she meet an interesting person who takes an
early morning walk along the beach every day?

She came from somewhere, so could she be writing letters to a friend
back home? Trying to carry on a long-distance romance with a boyfriend
who is actually dating her best friend now?

Could she be attending summer school? There are teachers and stu-
dents there. Or maybe she gets a summer job—proofreading at the local
weekly newspaper? Then there'll be an editor, a typesetter who might re-
sent all her corrections, an eccentric society columnist, maybe another kid
who doubles as delivery boy and cub reporter.

Or maybe the aunt and uncle live on a farm, and there are some mi-
grant workers who come for the midsummer cherry picking. Or maybe
they live in the mountains, and she meets a poacher, or a forest ranger, or
some interesting hikers—or some dangerous ones.

This process is a simple one, but it's amazing how many writers for-
get to do it. All you have to do is take your eyes off the main characters
long enough to see who else is nearby. Most of the characters you discover
this way will remain minor ones, or even background characters. Still, by
using them you'll enrich the story and make it more real.

These other characters will also add possibilities for conflict or com-
plication, or sources of help for the main characters. And some of them
will become so interesting that you'll have to move them into major roles
in the story after all, even though they were never part of your original
plan.

But if you don't look to see who might be there, you'll never find these
people, and your story will be the poorer for it.

Who Has Been There?
Even though your main focus will be on the characters who are present in
the story, it's also important to look into the story's past to find the charac-
ters who are no longer around, but who still helped shape the characters
who are present. So often we see stories with heroes who seemed to come
from nowhere—they never remember anybody who isn't present, never
meet anybody they knew from long before, never even refer to parents or
old jobs or anyone else. Yet in real life you are constantly remembering
people who aren't present, bumping into old acquaintances, and respond-
ing to present situations in ways that clearly grow out of old relationships.

When the teenage girl in our story becomes friends with the funny-
looking clerk at the 7-11, does she gradually and uncomplicatedly fall in
love with him? Or does he remind her of a slick exploitative guy she knew
at school back home? Maybe she's trying to stay faithful to her boyfriend
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back home, so she has constant thoughts of her boyfriend even as she gets
more and more attracted to the 7-11 clerk. Those guys from back home
are never "present" in the story, and yet her relationship with them is very
important.

Or perhaps as she tries to get along with her aunt and uncle, she
finds that the real difficulty is her long-dead grandmother—the mother
of her father and her uncle, a woman who always favored the girl's father
and disapproved of the uncle. At first the girl will agree with the grand-
mother's assessment of the uncle, especially because the uncle clearly feels
a strong antipathy toward the girl. Gradually, though, she'll come to ap-
preciate some aspects of her uncle's character that neither her father nor
her grandmother ever saw. In fact, the story might come to focus on the
relationship between the girl and her dead grandmother, with the girl be-
coming angrier and angrier at a woman who exists now only in her memo-
ry. Finally, she has it out with her uncle, in a complicated scene in which
she is angry at him for acting out the grandmother's image of him. It might
end up transforming both of them.

Yet that story would be impossible to tell if we hadn't first wondered
about characters who might have been there in the story's past, but who
are not physically present in the story.

SERVANTS OF THE IDEA
Often a story emerges, not from characters or events, but from an idea
that you want to put across. Maybe you're concerned about the danger of
pollution, the arms race, the escalating cost of medical care, or the unfair-
ness of American immigration policy. Maybe you worry about abortion,
women's rights, racism, or poverty. Maybe you want to speak for disarma-
ment, more humane prisons, justice for an oppressed people, or the
rights of intelligent marine mammals.

All of these are causes that many wise and concerned people find to
be worthy and important. But the first thing you must decide is whether to
write a polemic essay or a story.

These are not mutually exclusive forms. That is, if you decide to
write an essay—for a newspaper's op-ed page, a pamphlet, or even a book-
length essay—you will find that stories are effective tools in persuading
people to pay attention. No amount of philosophizing about the rights of
dolphins will have as much effect on readers as a simple story of the life of
one dolphin—his birth, upbringing, family life, playfulness, all leading to
his senseless drowning when he is caught in a tuna net. One story is worth
a thousand abstractions or statistics, when it comes to having an emotional
impact on people.

And if you decide to write a story, this doesn't mean you can't also
make your point.

The problems arise when you forget that you're writing a story, and
let the idea take over. Forget about fully inventing characters! I'm going
to show how bad pollution is, so I'll have all the polluters be evil conspira-
tors so eager to make a buck that they don't care how many people die be-
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cause of the poisons they put in the ground or in the water.
The trouble is that when such a story is finished, who will want to

read it? People who already agree with you, who already think polluting
corporations are run by inhuman monsters, will think the story is right on
the mark; but what about the people who don't yet agree with you, the ones
who have never thought much about pollution? If your characters are too
one-dimensional to believe in, you won't persuade anybody. Your uncom-
mitted readers will sense that they're being lied to. "Nobody's that evil,"
they'll say. Few will be convinced. You'll end up preaching to the choir.

When you have a point to make, an idea to put across, it is all the
more important to be a good storyteller, to examine every character and
wring from him all possible truth. If you want to write a story that makes
the dangers of industrial pollution really come home to people, you don't
make the "bad guys" into villainous conspirators. Instead, you focus on a
"bad guy" who thinks of himself as a good guy. His factory makes a prod-
uct that people need, and he's following all the regulations. He's also try-
ing to keep costs down so the product will be affordable and competitive.
When people start complaining that the company is polluting the commu-
nity's water, he doesn't oppose these people because he's evil, he opposes
them because he thinks they're wrong. To him, they're just extremists
who think that nothing but distilled water should ever be emitted by any
factory; to him, these people would rather see everybody live in caves than
allow any modern progress.

And, in fact, some of the people attacking his factory are just as
mindlessly anti-technology as he thinks they are. But there is one of them
who means more to him than any of the strangers. It might be a neighbor;
or perhaps it's a lab technician that he hired because he knew her folks
years before, but now he has to fire her because she has leaked the con-
tents of lab reports to the press. He knows that he's right to fire her—she
violated company regulations—but he also worries that her reports might
be right. After all, he knows she isn't crazy, and so he talks to her, learns
from her, gradually comes to realize that while his factory isn't causing the
death of civilization as we know it, the pollution problem might be real. He
works to solve the problem from the inside.

Do you recognize this story? You should, at least if you've seen the
movie The China Syndrome, about the violation of safety regulations at a nu-
clear power plant, leading to a dangerous near-meltdown. The situations
are not identical, but the basic movement of the stories is similar. The Chi-
na Syndrome did settle for a few trite and obvious villains—which weak-
ened the movie—but all the people we focused on were ordinary and de-
cent, neither perfectly good nor perfectly evil. That movie turned out to
be effective persuasive writing, precisely because the characters were so
believable. Of course, it helped believability when the nuclear accident
happened at Three Mile Island around the time the movie was released.

Polemic—persuasive writing—only works when it doesn't feel like
propaganda. The audience must feel that you're being absolutely fair to
people on the other side. If you depict them as devils, the uncommitted
members of the audience will be disgusted, and you'll convince none of
them. But if you show all the characters as human, you have a good chance
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of bringing many audience members to your point of view or increasing
their commitment to your cause.

The same is true when you are telling a story in order to put across
an idea. This often happens in science fiction, where the writer wants to
show readers a neat gadget or scientific discovery, and uses characters
only to convey information. The same can happen in historical fiction,
where certain characters exist only to demonstrate particular historical at-
titudes; or in academic/literary fiction, when a character is introduced
solely to be a symbol of something, or to speak key words that explicate the
story's theme.

All of these are legitimate starting points for a character—but if you
actually expect your reader to get emotionally involved, to respond to
your story as a story, you must wring more life from the character, so that
she isn't so obviously being manipulated by the author to produce results
that have nothing to do with the events of the story itself.

Of course, this can be done wrongheadedly. I've seen many writers
"characterize" by having their one-dimensional cardboard character hop
into bed with another one-dimensional cardboard character and have the
cardboard equivalent of sex. You don't "flesh out" a character whose role
is to put across an idea or point of view by having the character do a lot of
things that have nothing to do with the story.

Instead, you must follow where the original idea leads. Why does the
character care so much about this particular idea? And don't settle for the
first answer, either. Why does Nora care so much about pollution? Be-
cause her father died of pollution-caused cancer! No, no. Let's twist that
around. Let's say instead that her father used to spray the defoliant Agent
Orange out of his helicopter in Vietnam. It never had any ill effect on him,
but he has become increasingly despondent, knowing how much harm he
might have done. No, no, let's twist it again. Nora only found out he
sprayed Agent Orange by accident, overhearing him talk with some war
buddies. When she challenged him, he answered with hostility, swearing
that the chemical was harmless, and all the people claiming to have been
damaged by the chemical are just trying to collect from the government to
pay for health problems that have nothing to do with Vietnam. Now as she
fights industrial pollution, she's really fighting her father—or, perhaps,
trying to atone for his sin, though he refuses to admit he did anything
wrong.

Isn't the character of Nora a lot more interesting now than she was
when she was anti-pollution because her father died from it? Not that the
death of a parent isn't good motivation. It's just too easy. "My father died
of it," said Nora. It explains everything—it explains nothing. Do all the
children of people who die from pollution go out and crusade against it?
No. So we still haven't answered the question of why Nora reacted to her
father's death by devoting her life to the crusade against pollution. The
simple answer is never the complete answer.

To create effective persuasive or educational fiction, you must have
believable, interesting characters. That means that you must be even
more careful to make your characters balanced and well-rounded, not less
so. If you're in doubt, go back to Chapter 1 and see how much you know
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about the character in each of the categories listed there. Go back to Chap-
ter 2 and ask those questions of the character. The idea may be the source
of your character, but it better not be the only source, or your story won't
be either good fiction or good polemic.

SERENDIPITY
There are many other chance sources of character ideas. You aren't nec-
essarily looking for stories or characters, but because your idea net is out,
you catch them anyway. Some people get ideas from dreams, some from
news stories, a letter to Ann Landers, an anecdote from a history or biog-
raphy, the headline on a supermarket tabloid, a line from a song. Some-
times characters seem to come out of nowhere—they just start talking in-
side your head.

In every case, you'll need to examine them carefully, invent them
fully, help them come to life.

Two Ideas from Unrelated Sources
It's important to remember that ideas don't have to come at the same time
for them to belong together. I've often been struggling with a problem in
one story, only to find the solution by remembering a character or idea
from a completely unrelated story, one I may have worked on years and
years before. For instance, the basic idea for my novel Speaker for the Dead
was going nowhere until I realized that my title character had to be the
main character from another story, Ender's Game. Suddenly I knew the
character's past, knew why he was "speaking for the dead," and the story
unfolded much more easily.

My experience is that I have never done well writing a story from
one idea or developing a character from one source. Only when I put to-
gether two previously unrelated ideas or characters do they come to life; it
is in the process of connecting the unconnected that my stories grow. This
may be true for some of you, also.

Wondering
You can help ideas come "by chance," however, by simply keeping your
mind working—by often filling your mind with speculation. What if?

What if I lost my eyesight? What would I do then?
What if I accidentally threw away something priceless? Who might

find it? How would I go about finding it? What could you possibly throw
away without realizing it had value? A lottery ticket, of course. Anything
else? A letter by someone famous. A priceless book. A jewel you thought
was fake. An alien from another world who happened to look just like a
paper clip. What then?

What if a person who had worked in an office all his life suddenly got
assigned to work at home on a computer terminal, doing the same job
without even leaving his house? How would his family respond? Would he
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miss the office life? Revel in the new freedom to determine his own sched-
ule? Would his wife start expecting him to be a househusband while she
continued going off to work?

Or look at the landscapes you drive through or live in or remember,
or landscapes you've seen in National Geographic. Wonder about them.
Who lives here? Who has died here? How did they die?

What do children do to play here? Where would they find books?
What would they daydream about? What are they afraid of? Where do
they refuse to go after dark? What do they dare each other to do?

What is likely to be the first job of a person who grows up around
here? What do parents fear and hope for their children? Where do people
shop or trade? What is the worst thing the weather here does to people?

Where do their kinfolk live? What songs do they hear coming
through the window on a hot summer night? What do they smell? And
how do they feel about the smells, the songs, the weather, their jobs, each
other, themselves?

There isn't a landscape on earth where you can't find wonderful sto-
ries in the answers to these questions.

"Wonderful stories." Exactly the right word, wonderful.
The stories that fill a reader with wonder are the stories that came

from a wondering mind, your mind, constantly speculating, exaggerating,
questioning, challenging, twisting, searching. Good stories and characters
will wander through, by and by. You'll find them in your idea net, and
you'll breathe on them and bring them all to life.



CHAPTER 4

MAKING DECISIONS

SO FAR, I'VE BEEN TREATING CHARACTERS as if everything about them
were negotiable. This is true, as long as the story still exists only in your
head or in outline form. But at some point you're going to start writing the
story down, and then you've got to make some decisions and stick to them.

NAMES

One of the earliest decisions to make is a character's name. I have a friend
who doesn't name his characters at all, until a story or novel is almost
through. He just names them things like XXX and YYY. Then, when he
knows them better, he decides what their names should be and uses his
word processor's global search-and-replace command to turn all the
XXXs into Marions and the YYYs into Ednas. That just wouldn't work for
me. A name is part of who a person is. It's the label that stands for every-
thing you've done and everything you are.

What a Name Means to the Character
A name has many associations. Your last name links you to your family. If
your character is a married adult, did he take his wife's name; did she take
her husband's? If she's divorced, did she keep her husband's name or re-
turn to her maiden name? Or perhaps the character's parents were
divorced, his mother got custody of the children, and she later remarried.
Did he keep his birth father's name or take his stepfather's name? Surely
these decisions had repercussions.

Your last name also suggests ethnicity. Wozniak does not have the
same associations as O'Reilly, Bjornson, Redfeather, Goldfarb, Fitzwater,
or Robles. The moment you choose a last name, you bring to the character
a load of ethnic, national, even racial baggage. You will almost certainly
find that the name opens up all kinds of character possibilities, inviting
you to speculate on the character's upbringing. How much did his eth-
nicity make him who he is?

41
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You might be named for someone, too. Is your character a junior or
II? Named for an uncle, aunt, grandparent? He's going to have an atti-
tude toward his own name in part based on his attitude toward the person
he's named for. What about a girl growing up as Scarlett or Meryl, or a boy
named Elvis or Lennon? Not only does the name tell when the character
was probably born, it would also have caused a lot of teasing from other
kids. Maybe the girl named Scarlett O'Hara Watt insisted that her friends
call her So Watt, from her initials? The name is almost too cute to stand—
but that, too, may be a part of her character.

Robert Parker's best-known character is named Edmund Spenser.
He at once follows his name, being a lover of poetry, and rejects it, insist-
ing that people call him Spenser. He insists on people spelling the name
correctly, with a middle s instead of c; yet having a name like Edmund
when he was growing up may be why he always regarded it as essential
that he be in top physical condition and know how to fight. Indeed, most
of Spenser's main character attributes seem linked to his name—it's quite
possible, though I have no way of knowing, that the choice of the name
Edmund Spenser was how Robert Parker came up with the idea for his
character in the first place.

You Can't Tell the Players Without a Program
There are other considerations involved in naming a character, however,
besides the effect on the character himself. The name of a character is also
the label the reader uses to help keep the characters straight. That's why
it's always helpful to give characters memorable—and very different—
names.

One rule I try to follow is to make sure all my major characters'
names start with a different letter. I won't have a Myron in the same story
with a Milton, unless there's some compelling reason to violate that rule.

I also try to vary lengths and sound patterns. It's hard for the reader
to remember who is who if all the names follow the same pattern. Mono-
syllables like Bill, Bob, Tom, Jeff, Pete lead to boredom and confusion.
These particular examples are such common-sounding names that the
reader begins to feel that you gave these characters the first name that
came to mind—it leads to a subliminal message that the characters' identi-
ties don't matter.

However, it also becomes distracting when you choose a lot of flam-
boyant, bizarre names, unless that is an important part of a story. If you're
writing about a street gang, you might give them all odd nicknames like
Mud-eater, Wall Man, Slime, and Lick. But you'll lose a lot of belief if all
beautiful women in your stories have phony but euphonious names. And
make sure your characters don't all have names that mean something, un-
less you are writing allegory and deliberately want them to be tagged with
symbolic names, like the characters Patience, Will, and Angel in an alle-
gorical fantasy I once wrote.

It's easy to fall into a rut, repeating the same patterns: Jackson, Wa-
ters, Deaver, Rudman. Change the number of syllables: Waters to Water-
man. Change the accent position from the first to second syllable: Deaver
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to Despain. Start one name with a vowel instead of a consonant: Rudman
to Urdman. Change one name so they don't all sound like WASPs: Jack-
son to Giaconni or Kabuto.

One Name Per Character
Have you ever read a Russian novel? The Russian pattern of naming is
different from ours—everybody has a first name, a family name, and a pa-
tronymic. Thus Ivan Denisovitch is Ivan the son of Denis—but the author
might also refer to him by a completely unrelated name, like Dobrinin,
which is his family name. The character might also have a nickname—and
Russian authors feel no qualms about having characters refer to each oth-
er by any or all of the names in any combination, or so it seems. This is of-
ten hopelessly confusing to English-speaking readers.

Yet many a writer does exactly the same thing to his readers, with far
less reason.

Bill heard the all-stations siren and wondered whether he was going to get in
trouble this time. Well, too late to worry now. Lieutenant Waterman would
help him if he could, and if he couldn't, well, that was the breaks. He got out of
his berth and put on his clothes.

Johnson walked down the corridor until he got to the bridge of the ship.
The executive officer was asking, "How much time do we have?"

The captain quickly surveyed the situation. "About three minutes, I'd
say. Not enough time to avoid a collision. But we've got to try. Hard port, full
speed."

Howard immediately relayed the command to the engine room, while
his mentor made sure everyone else knew what to do.

OK, folks, guess: How many characters have we just seen? There are sev-
en different names or tags here—yet this passage could just as easily refer
to only two people. Lieutenant Howard Waterman is the executive officer
of the ship; his mentor is Captain Bill Johnson.

This is an extreme example, but a lot of beginning writers (and some
who should know better) make almost as bad a mess of naming.

The rule of thumb is that the narrator of the story will refer to each
character the same way every time. You introduce the character by the
name he's going to have most of the time through the story. For instance,
you might decide to always refer to Captain Bill Johnson as Johnson. His
junior officers, of course, will always call him Captain or Sir; his wife will
call him Bill; his children will call him Dad. But the alert writer will make
sure that we are constantly reminded who we're talking to. The first time
somebody calls Johnson "Captain," make sure he calls him "Captain John-
son." From then on, the reader can make the connection. But "Captain
Johnson" won't help if the only name we've seen so far is "Bill." It takes a
little thought, but your job is to help your reader keep clear who is who,
and you can't do that if you're busy playing musical chairs with the charac-
ters' names.

Sometimes amateurs play "musical names" because they're afraid
that using the same name over and over again will become "repetitive."
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What they don't realize is that repetition is rarely a problem with names—
names aren't a stylistic device, they're a signpost to guide us through the
story, telling us who's doing what. On those rare occasions when it really
would be awkward to repeat the name, we already have a solution: the
pronoun.

Sometimes amateurs play "musical names" because they're trying to
convey information with the replacement nouns:

Johnson went to the bridge. The captain barked his orders. The Annapolis
graduate wasn't going to take any nonsense from these youngsters. A sixty-
year-old has to fight to get respect in this navy, thought the grandfather of
nine.

If it's vital for us to know that Johnson is a sixty-year-old Annapolis gradu-
ate who is captain of the ship and has nine grandchildren, then tell us—
but don't do it by using all these taglines instead of Johnson's name:

Johnson went to the bridge and barked his orders. He knew these youngsters
didn't have much respect for a sixty-year-old like him; who cared anymore that
he graduated first in his class from Annapolis? He knew that whenever he gave
an order, his executive officer thought, "What's an old coot like him doing as
captain of a ship? He ought to be sitting on a park bench boring people to death
with pictures of his nine grandchildren."

The second version takes a little longer—but then, it conveys a lot more in-
formation and attitude as well, and you always know who Johnson is. Re-
member, if you lose clarity, you've lost your reader, and the consistent use
of names is one of your chief tools in keeping the reader clear on what's
happening in the story.

KEEPING A BIBLE

Besides names, you'll make a lot of other decisions about your characters.
Some you'll make before the story begins—a lot of facts about the charac-
ter's past, about things he's going to do in the story, and so on. But you'll
make many other decisions as you go along. And it will help you a great
deal if, from time to time, you jot down these decisions.

For instance, when you showed the character getting dressed, you
had him choose a striped tie. No particular reason—it was just a detail to
give reality to his morning routine. Ten pages later, though, you forgot
that. You have him pull his shirt off over his head before he goes in swim-
ming—but not a word about loosening or removing his tie. Why did you
forget? Because it isn't all that important, and because you wrote the first
page three days ago, and because writers forget. We're human.

Most of your readers are human, too. But they're reading the story
all at once, and for them page one and page ten are minutes apart, not
days.

During the shooting of a movie, there's a person whose whole job is
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making sure that if an actor's cigarette was two inches long in the establish-
ing shot, it's also two inches long in all the closeups and reaction shots. You
don't have anybody to help with that. You have to do it for yourself.

The best way is to keep a bible—a notebook (or a separate computer
file, if your computer allows you to open two files at once) in which you jot
down each decision you've made. If it's too distracting to do this while
writing, don't interrupt the flow; you can simply wait till you're through
writing for the day and take a few minutes to scan through the day's out-
put, jotting down all the things you've decided. The method I find best for
me is to begin each day's work by scanning the work I did the day before,
jotting down things I've decided on papers beside the computer. This not
only helps me maintain consistency, it also gets me back into the story and
makes me think about each decision, wondering if it was right, seeing if
perhaps it makes me discover new things about the character.

The decisions you make aren't all as trivial as the color of a charac-
ter's tie, either. When I wasn't creating a bible as I went along, I once
changed a character's name between chapter 5 and chapter 15. I forgot
that I made him an orphan and had him telephone his mother. I've
changed a minor character's race, I've changed other characters' profes-
sions, I've changed my hero's hair color, age, height, birthday—it's easy to
do when a character isn't the focus of the action or when a lot of pages
have intervened.

Fortunately, editors—or my wife, Kristine, who reads everything in
manuscript—have caught most of these mistakes. When they have, I've
had to choose which version is correct. This has forced me to rethink
many decisions that I had made arbitrarily, on the spur of the moment,
and I've realized that many of these decisions were careless, that with a bit
more thought I could come up with something much better. I had
reached up and grabbed the first idea from my stock of cliches, when on
second thought I was able to come up with a better decision that enriched
the story and the character and brought them to life.

Keeping a bible helps make you aware of the decisions you're mak-
ing. The very fact of jotting down your decision makes you think about it
again, allows you a chance to do some wondering, some questioning.
Whether you do it right at the moment, at the end of the day, or the next
morning, you have a chance to improve on the decision while the story is
still fresh, before you have gone ten or fifty or a hundred pages beyond
that moment.

Even a bible, however, won't keep you from the occasional mistake,
and for every decision you realize you're making, there are hundreds or
thousands of others you'll never even notice. That's all right. The idea
isn't to make every single aspect of storytelling a conscious decision—then
no one would ever finish writing anything. Most of your decisions will re-
main unconscious. But the ones you are aware of allow you to open up
your story with more invention, more possibilities, more space, more peo-
ple for your unconscious mind to play with.

In fiction, necessity isn't the mother of invention. It's possible to
have a career without inventing very much at all. You don't have to be in-
ventive.
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But the stories that astonish us, the characters that live forever in our
memories—those are the result of rich imagination, perceptive observa-
tion, rigorous interrogation, and careful decision-making.

When it comes to storytelling, invention is the mother of astonish-
ment, delight, and truth.



PART II

CONSTRUCTING
CHARACTERS



CHAPTER 5

WHAT KIND OF STORY
ARE YOU TELLING?

WHEN YOU INVENT A CHARACTER, YOU DEPEND on your sense of what is
important and true to make your decisions. This will continue throughout
your telling of the tale—but once you start setting down words, you also
have to make many decisions based on what is right for the whole story.
Now it's time for these newly created characters to get to work.

THE "MICE" QUOTIENT
It is a mistake to think that "good characterization" is the same thing in ev-
ery work of fiction. Different kinds of stories require different kinds of
characters.

But what are the different kinds of stories? Forget about publishing
genres for a moment—there isn't one kind of characterization for aca-
demic/literary stories, another kind for science fiction, and still others for
westerns, mysteries, thrillers, and historicals. Instead we'll look at four ba-
sic factors that are present in every story, with varying degrees of empha-
sis. It is the balance among these factors that determines what sort of char-
acterization a story must have, should have, or can have.

The four factors are milieu, idea, character, and event:
The milieu is the world surrounding the characters—the landscape,

the interior spaces, the surrounding cultures the characters emerge from
and react to; everything from weather to traffic laws.

The idea is the information that the reader is meant to discover or
learn during the process of the story.

Character is the nature of one or more of the people in the story—
what they do and why they do it. It usually leads to or arises from a conclu-
sion about human nature in general.

The events of the story are everything that happens and why.
These factors usually overlap. Character A is part of the milieu sur-

rounding character B. The idea in the story may include information
about the nature of a character; the idea we are meant to discover can be
some aspect of the milieu, some previously misunderstood or overlooked
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event, or the nature of a character. The events of the story are usually per-
formed by characters or emerge from the milieu, and the discovery of an
idea can also be an event in the tale.

Each factor is present in all stories, to one degree or another. Every
factor has an implicit structure; if that factor dominates a story, its struc-
ture determines the overall shape of the story.

MILIEU
It has become a figure of speech to say that a story "takes place." But it is
quite true: The characters must have a place in which to perform the acts
that make up the story—the setting, the milieu of the tale. The milieu in-
cludes all the physical locations that are used—one city or many cities, one
building or many buildings, a street, a bus, a farm, a clearing in the
woods—with all the sights, smells, and sounds that come with the territo-
ry. The milieu also includes the culture—the customs, laws, social roles,
and public expectations that limit and illuminate all that a character thinks
and feels and says and does.

In some stories the milieu is very sketchy; in others, it is created in
loving detail. Indeed, there are some stories in which the milieu is the pri-
mary focus of attention. Think of Gulliver's Travels or A Connecticut Yankee
in King Arthur's Court: The point of these stories is not to explore the soul
of a character or resolve a tense and thrilling plot, but rather to explore a
world that is different from our own, comparing it to our own customs
and expectations.

The structure of the pure milieu story is simple: Get a character to
the setting that the story is about, and then devise reasons for her to move
through the world of the story, showing the reader all the interesting
physical and social details of the milieu. When you've shown everything
you want the reader to see, bring the character home.

In most pure milieu stories, the main character is a person from the
writer's and readers' own time and place, so that the character will experi-
ence the world with the reader's attitudes and perceptions.

In a pure milieu story, the less you characterize the main character,
the better. Her job is to stand in the place of all the readers. If you make
the character too much of an individual, you draw the readers' attention
to her and away from the milieu; instead, you want to keep the readers' at-
tention on the milieu. So the main character's reactions to everything that
happens must be as "normal" as possible (what the reader would expect
anybody to do in those circumstances). The character might have a wry hu-
mor or a particular slant to her observations, but the more you call atten-
tion to the character, the less the story tends to be about the milieu.

Few stories, however, are "pure" milieu stories. Travelogues, Utopi-
an fiction, satires, and natural science tend to be the only genres in which
the pure milieu story can be found. More often, stories emphasize milieu
but develop other story factors as well. Although the setting might be the
primary focus, there is also a strong story line. The reader then absorbs
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the milieu indirectly. In these stories, the major characters don't have to
come from the readers' own time; usually, in fact, they'll be permanent
residents of the story's milieu. The characters' own attitudes and expecta-
tions are part of the cultural ambience, and their very strangeness and un-
familiarity is part of the readers' experience of the milieu.

Such stories will seem to have the structure of another kind of tale—
but the author will reveal that the milieu is a main concern by the close at-
tention paid to the surroundings. The characters will be chosen, not just
for their intrinsic interest, but also because they typify certain kinds or
classes of people within the culture. The characters are meant to fascinate
us, not because we understand them or share their desires, but because of
their strangeness, and what they can teach us about an alien culture.

This kind of story is fairly common in science fiction and fantasy,
where the milieu, the world of the story, is often the main attraction.
Frank Herbert (Dune), and J.R.R. Tolkien (The Lord of the Rings) are most
noted for works in which the story line is not tightly structured and the
characters tend to be types rather than individuals, yet the milieu is care-
fully, lovingly drawn. In such milieu stories the author feels free to digress
from the main story line with long passages of explanation, description, or
depiction of the culture. The reader who isn't interested in the milieu will
quickly become bored and set the story aside; but the reader who is fasci-
nated by the world of the story will read on, rapt, through pages of songs
and poetry and rituals and ordinary daily life.

How much characterization does a milieu story need? Not very
much. Most characters need only be stereotypes within the culture of the
milieu, acting out exactly the role their society expects of them, with per-
haps a few eccentricities that help move the story along. It is no accident
that when Tolkien assembled the Fellowship of the Ring in his The Lord of
the Rings trilogy, there was only one dwarf and one elf—had there been
more, it would have been nearly impossible to tell them apart, just as few
readers can remember the difference between the two generic hobbits
Merry and Pippin. Because The Lord of the Rings was not a pure milieu sto-
ry, there are some heroic major characters who are more than local stereo-
types, and some that approach full characterization—but characterization
simply isn't a major factor in the appeal of the book.

Besides science fiction and fantasy, milieu stories often crop up in
academic/literary fiction ("This story absolutely is contemporary subur-
ban life") and historical fiction (though most historical nowadays focus
on the romance rather than the setting), while milieu plays an important
role in many thrillers. Milieu is the entire definition of the western.

Are you writing a milieu story? Is it mostly the setting that you work
on in loving detail? That doesn't mean that you can ignore character, es-
pecially if you're trying to tell a compelling story within the milieu; but it
does mean that a lot of fully drawn characters aren't really necessary to
your story, and might even be distracting.
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IDEA

The idea story has a simple structure. A problem or question is posed at
the beginning of the story, and at the end of the tale the answer is re-
vealed. Murder mysteries use this structure: Someone is found mur-
dered, and the rest of the story is devoted to discovering who did it, why,
and how. Caper stories also follow the idea story structure: A problem is
posed at the beginning (a bank to rob, a rich and dangerous mark to con),
the main character or characters devise a plan, and we read on to find out
if their plan is in fact the "answer" to the problem. Invariably something
goes wrong and the characters have to improvise, but the story is over
when the problem is solved.

How much characterization is needed? In puzzle or locked-room
mysteries, there is no need for characterization at all; most authors use
only a few eccentricities to "sweeten" the characters, particularly the de-
tective.

In classic English mysteries, like those of Agatha Christie, character-
ization rarely goes beyond the requirement that a fairly large group of
people must have enough of a motive for murder that each can legitimate-
ly be suspected of having committed the crime.

The American detective novel tends to demand a little more charac-
terization. The detective himself is usually more than a tight little bundle
of eccentricities; instead, he responds to the people around him, not as
pieces to be fitted into the puzzle, but as sad or dangerous or good or pa-
thetic human beings. Such tales, like those of Raymond Chandler or Ross
MacDonald, require the detective to be a keen observer of other people,
and their individual natures often twist and turn the story line. However,
such characters—including the detective—are rarely changed; the story
only reveals who they are. In these novels, the characters' true natures are
among the questions that the detective—and the reader—tries to answer
during the course of the story.

Caper stories, on the other hand, generally don't require that their
characters be much more than charming or amusing, and only rarely is
there any attempt to show a character being transformed by the events in
the tale.

In fact, it is the very lack of change in the characters in mystery, de-
tective, and caper stories that allows writers to use the same characters
over and over again, to the delight of their readers. A few writers have
fairly recently tried to change that, developing and changing their detec-
tive characters from book to book. But that very process of change can
end up severely limiting the future possibilities of the character.

When the title character of Gregory Mcdonald's Fletch series became
very rich, it made it very difficult to put him in situations where he actually
needed to solve a mystery; Mcdonald finally resorted to writing the pre-
quels Fletch Won and Fletch, Too, which took place before Fletch got rich,
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and has announced his intention to stop writing Fletch novels.
Robert Parker took his character Spenser even further, showing him

with ongoing and developing relationships, with friendships and trans-
formations that begin in one book and are not forgotten in the next. The
result, however, has been a tendency in recent years to reach for increas-
ingly far-fetched plots or to repeat story lines from the past. It's hard to do
full, rich characterization in an idea story.

Don't get me wrong, though—I don't think it's a mistake to attempt
full characterization in idea stories; Fletch and Spenser are two of my fa-
vorite mystery characters precisely because of the richer-than-normal
characterization and the possibility of permanent change. You simply
need to recognize that if you choose to do full characterization in an idea
story, complete with character transformation, there is a price.

There are idea stories in other genres, of course. Many a science fic-
tion story follows the idea structure perfectly: Characters are faced with a
problem—a malfunctioning spaceship is one of the favorites—and, as
with a caper, the story consists of finding a plan to solve the problem and
carrying it out, with improvisations as needed. Characterization is not
needed, except to make the characters entertaining—eccentricity is usual-
ly enough.

Allegory is a form in which the idea is everything. The author has
composed the story according to a plan; the reader's job is to decode the
plan. Characters in allegory are rarely more than figures standing for
ideas. While allegory is rarely written today, many writers of academic/
literary fiction use symbolism in much the same way—characters exist pri-
marily to stand for an idea, and readers must decode the symbolic struc-
ture in order to receive the story.

Does all this mean that idea stories require "bad" characterization?
Not at all. It means that appropriate characterization for an idea story is
not necessarily the same thing as appropriate characterization for another
kind of story. Characters stand for ideas, or exist primarily to discover
them; a character who fulfills her role perfectly may be no more than a
stereotype or a bundle of eccentricities, and yet she'll be characterized
perfectly for that story.

CHARACTER
The character story is about a person trying to change his role in life. It be-
gins at the point when the main character finds his present situation intol-
erable and sets out to change; it ends when the character either finds a
new role, willingly returns to the old one, or despairs of improving his lot.

What is a character's "role"? It is his network of relationships with
other people and with society at large. My role in life is father to my chil-
dren—with a different relationship with each; husband to my wife; son
and brother to the family I grew up with. I have a complex relationship
with each of the literary communities I write for, with the full assortment
of fans and critics; I also have a constantly shifting role within my religious
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community, for which I also write. Like every other human being, I have
some interests and longings that aren't satisfied within the present pattern
of my life, but in most cases I foresee ways of fulfilling those desires within
the reasonably near future. All of these relationships, together, are my
"role in life." I'm reasonably content with my life; it would be difficult to
write a character story about me, because stories about happy people are
boring.

The character story emerges when some part of a character's role in
life becomes unbearable. A character dominated by a vicious, whimsical
parent or spouse; an employee who has become discontented with his job,
with growing distaste for the people he works with; a mother weary of her
nurturing role and longing for respect from adults; a career criminal con-
sumed by fear and longing to get away; a lover whose partner has been
unfaithful and can't bear to live with the betrayal. The impossible situa-
tion may have been going on for some time, but the story does not begin
until the situation comes to a head—until the character reaches the point
where the cost of staying becomes too high a price to pay.

Sometimes the protagonist of a character story cuts loose from the
old role very easily, and the story consists of a search for a new one. Some-
times the new role is easy to envision, but breaking away from the old
bonds is very hard to do. "Cutting loose" doesn't always mean physically
leaving—the most complex and difficult character stories are the ones
about people who try to change a relationship without abandoning the
person.

Needless to say, the character story is the one that requires the fullest
characterization. No shortcuts are possible. Readers must understand the
character in the original, impossible role, so that they comprehend and,
usually, sympathize with the decision to change. Then the character's
changes must be justified so that the reader never doubts that the change
is possible; you can't just have a worn-out hooker suddenly go to college
without showing us that the hunger for education and the intellectual
ability to pursue it have always been part of her character.

Remember, though, that not all the people in a character story must
be fully characterized. The protagonist—the character whose change is
the subject of the story—must be fully characterized; so, too, must each
person whose relationship with the protagonist is part of his need for
change or his new and satisfactory role. But other people in the story will
be characterized less fully, just as in many milieu, idea, and event stories.
Characterization is not a virtue, it is a technique; you use it when it will en-
hance your story, and when it won't, you don't.

EVENT

Every story is an event story in the sense that from time to time something
happens that has causes and results. But the story in which the events are
the central concern follows a particular pattern: The world is somehow
out of order—call it imbalance, injustice, breakdown, evil, decay, dis-
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ease—and the story is about the effort to restore the old order or establish
a new one.

The event story structure is simple: It begins when the main charac-
ters become involved in the effort to heal the world's disease, and ends
when they either accomplish their goal or utterly fail to do so.

The world's disorder can take many forms. It can be a crime unpun-
ished or unavenged: The Count of Monte Cristo is a prime example, as is
Oedipus Rex. The disorder can be a usurper—Macbeth, for instance—who
has stolen a place that doesn't belong to him, or a person who has lost his
true position in the world, like Prince Edward in The Prince and the Pauper.
The disorder can be an evil force, bent on destruction, like Sauron in The
Lord of the Rings or Lord Foul in The Chronicles of Thomas Covenant The Un-
believer—that is also the way Nazis, Communists, and terrorists are often
used in thrillers. The disorder can be an illicit love that cannot be allowed
to endure and yet cannot be denied, as in Wuthering Heights and the tradi-
tional stories of Lancelot and Guinevere or Tristan and Isolde. The disor-
der can be a betrayal of trust, as in the medieval romance Havelok the
Dane—or the romance of Watergate that was enacted in America's news-
papers and television news during the early 1970s.

I think that the event story—the structure at the heart of the roman-
tic tradition for more than two thousand years—might well be the reason
for the existence of Story itself. It arises out of the human need to make
sense of the things happening around us; the event story starts with the as-
sumption that some sort of order should exist in the world, and our very
belief in order in fiction helps us to create order in reality.

How important is characterization in the event story? Most of the
time, it's up to the author. It's possible to tell a powerful event story in
which the characters are nothing more than what they do and why they do
it—we can come out of such tales feeling as if we know the character be-
cause we have lived through so much with her, even though we've learned
almost nothing about the other aspects of her character. (Although Lan-
celot, for instance, is a major actor in the Arthurian legends, he's seldom
been depicted as a complex individual beyond the simple facts of his rela-
tionship to Arthur and to Guinevere.) Yet it is also possible to characterize
several people in the story without at all interfering with the forward
movement of the tale. In fact, the process of inventing characters often in-
troduces more story possibilities, so that event and character both grow.

THE CONTRACT WITH THE READER
Whenever you tell a story, you make an implicit contract with the reader.
Within the first few paragraphs or pages, you tell the reader implicitly
what kind of story this is going to be; the reader then knows what to ex-
pect, and holds the thread of that structure throughout the tale.

If you begin with a murder, for instance, and focus on those charac-
ters who have reason to find out how, why, and by whom the murder was
committed, the reader can reasonably expect that the story will continue
until those questions are answered—the reader expects an idea story.
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If, on the other hand, you begin with the murder victim's wife, con-
centrating on how widowhood has caused a sudden, unbearable disrup-
tion in the patterns of her life, the reader can fairly expect that the story
will use the character structure, following the widow until she finds an ac-
ceptable new role for herself.

Choosing one structure does not preclude using another. For in-
stance, in the first version of the story, the murder mystery, you can also
follow the widow's attempts to find a new role for herself. The reader will
gladly follow that story line as a subplot, and will be delighted if you re-
solve it along with the mystery. However, the reader would feel cheated if
you began the novel as a mystery, but ended it when the widow falls in love
and remarries—without ever solving the mystery at all! You can do that
once, perhaps, for effect—but readers will feel, rightly, that you misled
them.

On the other hand, if you establish at the beginning of the story that
it is about the widow herself and her search for a new role in life, you can
also weave the mystery into the story line as a subplot; if you do, readers
will expect you to resolve the mystery, but they won't regard that as the cli-
max of the story. They would rightly be outraged if you ended the book
with the explanation of the mystery—and left the widow still in a state of
flux.

The rule of thumb is this: Readers will expect a story to end when the
first major source of structural tension is resolved. If the story begins as an
idea story, the reader expects it to end when the idea is discovered, the
plan unfolded. If the story begins as a milieu story, readers will gladly fol-
low any number of story lines of every type, letting them be resolved here
and there as needed, continuing to read in order to discover more of the
milieu. A story that begins with a character in an intolerable situation will
not feel finished until the character is fully content or finally resigned. A
story that begins with an unbalanced world will not end until the world is
balanced, justified, reordered, healed—or utterly destroyed beyond hope
of restoration.

It's as if you begin the story by pushing a boulder off the top of a hill.
No matter what else happens before the end of the story, the reader will
not be satisfied until the boulder comes to rest somewhere.

That is your first contract with the reader—you will end what you
began. Digressions will be tolerated, to a point; but digressions will almost
never be accepted as a substitute for fulfilling the original contract.

You also make a second contract all the way through a story: Any-
thing you spend much time on will amount to something in the story. I re-
member seeing one of Bob Hope's and Bing Crosby's road movies when I
was a child—The Road to Rio, I think. In it, the director constantly inter-
rupts the main story to show Jerry Colonna, their mustachioed comic side-
kick, leading a troop of mounted soldiers to rescue our heroes. In the end,
however, the story is completely resolved without Colonna's cavalry ever
arriving. The director cuts one last time to Colonna, who pulls his horse to
a stop, looks at the camera, and says something like, "It didn't amount to
anything, but it was thrilling, wasn't it?" It was very funny—but the humor
rested entirely on the fact that when a story spends time on a character, an
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event, a question, or a setting, the audience expects that the main thread
of the story will somehow be affected by it.

Examine your story, either in your head, in outline, or in draft form.
What is it that most interests you? Where are you spending the most time
and effort? Are you constantly researching or inventing more details
about the setting? Is it the detailed unraveling of the mystery that fasci-
nates you? Do you constantly find yourself exploring a character? Or is it
the actual events that you care about most? Your story will work best when
you use the structure demanded by the factor that you care most about.

If you love the mystery, structure the tale as an idea story—begin
with the question and devote the bulk of your story time to answering it. If
you care most about the milieu, let the reader know it from the start by be-
ginning with a character's arrival in the new world (how long does it take
Alice to get down the rabbit hole or through the looking glass into Won-
derland?) or by concentrating on the details of the place and culture; then
spend the bulk of your time discovering the wonders and curiosities of the
milieu. If you care most about a character, begin with his or her dilemma
and spend the bulk of your time on the effort toward change. If you care
most about the events, begin at the point where the characters become in-
volved with the world's sickness, and spend the bulk of your time in the
story on their efforts to restore balance.

The techniques and structures of the other story factors are always
available to you for subplots or complications, but keep them in a relative-
ly subordinate position. In The Lord of the Rings, there are several event sto-
ries going on within the overall milieu story—Aragorn, the out-of-place
king, coming to take his rightful throne; Denethor, the steward who
reached for power beyond his ability to control, threatening the safety of
the kingdom and the life of his son until Gandalf finally succeeds in stop-
ping him; Frodo, Samwise, and Gollum, the three hobbit ringbearers, in
their twisted, braided paths to the cracks of doom where, by casting in the
ring, they will be able to put an end to the evil, destructive power of
Sauron.

Yet when all these story lines are resolved, the reader is not disap-
pointed to find that the story goes on. Tolkien begins a completely new
story line, the Scouring of the Shire, which is related to the other stories
but is barely hinted at until the hobbits actually come home.

Even then the tale is not done—Tolkien still has to show us Frodo
sailing west, along with the elves who can no longer live in Middle Earth, at
least not in their former glory. Was this the resolution of a question raised
at the beginning of the book? No. Nor was it the resolution of a character
dilemma—Frodo was quite content when the story began. And Frodo's
and the elves' presence in Middle Earth was not, when the story began, a
disequilibrium that needed to be resolved.

So why are we still reading? Because The Lord of the Rings is a milieu
story. The author establishes from the beginning that he is going to spend
large amounts of time simply exploring the world of Middle Earth. We
are going to have detailed accounts of birthday parties, village life, cus-
toms and habits of the people; we will visit with Tom Bombadil, who has
almost nothing to do with the story, but has everything to do with the un-
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derlying mythos of Middle Earth; we linger with the Ents, we pass
through the Mines of Moria, we visit with the Riders of Rohan, travel with
the legendary dead; and while Tolkien weaves all these places and peoples
into a story that is generally interesting, sometimes creating characters we
care about, there is no story line or character that becomes our sole reason
for reading. It is the world itself that Tolkien cared most about, and so the
audience for the story is going to be those readers who also come to love
the world of Middle Earth. So it is no accident that the story does not end
until we see, clearly, that Middle Earth has ceased to exist as it was—we are
entering a new age, and the milieu we were exploring is now closed.

All the MICE factors are present in The Lord of the Rings, but it is the
milieu structure that predominates, as it should. It would be absurd to
criticize The Lord of the Rings for not having plot unity and integrity, be-
cause it is not an event story. Likewise, it would be absurd to criticize the
book for its stereotyped one-to-a-race characters or for the many charac-
ters about whom we learn little more than what they do in the story and
why they do it, because this is not a character story. In fact, we should
probably praise Tolkien for having done such a good job of working cred-
itable story lines and the occasional identifiable character into a story that
was, after all, about Something Else.

I'm dwelling on these structural matters at some length because this
is a book on characterization, and for us writers to characterize well, we
must characterize appropriately.

Character stories really came into their own at the beginning of the
twentieth century, and both the novelty and the extraordinary brilliance
of some of the writers who worked with this story structure have led many
critics and teachers to believe that only this kind of story can be "good."
This may be a true judgment for many individuals—that is, the only kind
of story they enjoy is the character story—but it is not true in the abstract,
for the other kinds of stories have long traditions, with many examples of
brilliance along the way.

However, character stories have been so dominant that they have
forced storytellers in the other traditions to pay more attention to charac-
terization. Even though a story may follow the idea, milieu, or event struc-
ture, many readers expect a deeper level of characterization. The story is
not about a transformation of character, but the readers still expect to get
to know the characters; and even when they don't expect it, they are will-
ing to allow the author to devote a certain amount of attention to charac-
ter without regarding it as a digression. This is the fashion of our time,
and you can't disregard it.

But it's a mistake to think that deep, detailed characterization is an
absolute virtue in storytelling. You have to look at your own reason for
telling a story. If it's the puzzle—the idea—that attracts you, then that will
probably be the factor in your story that you handle best; your natural au-
dience will consist of readers who also care most about the idea. A certain
amount of attention to characterization may help broaden your audience
and increase your readers' pleasure in the story, but if you go into charac-
terization as an unpleasant chore, something you must do in order to be a
"good writer," chances are your characterization will be mechanical and
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ineffective, and instead of broadening your audience, it will interfere with
your story. If you don't care about or believe in a character's deepest
drives and troubled past, neither will your readers.

So if you choose not to devote much time to characterization in a par-
ticular story, this won't necessarily mean you "failed" or "wrote badly." It
may mean that you understand yourself and your story.

And because you chose to tell one story in which characterization
played a lesser role doesn't mean you "can't characterize." A good under-
standing of characterization includes knowing when it's appropriate to
concentrate on character—and when it isn't.



CHAPTER 6

THE HIERARCHY

NOT ALL CHARACTERS ARE CREATED EQUAL.
In earlier chapters we've talked about major and minor characters,

without defining the terms. You must know—and let your readers
know—which characters are most important to the story, so they'll know
which are worth following and caring about, and which will quickly disap-
pear.

It's hard to measure the exact importance of a character—impor-
tance doesn't come in quarts or by the inch. But there are three general
levels of importance, and the distinctions can be useful.

1. Walk-ons and placeholders. You won't develop these characters
at all; they're just people in the background, meant to lend realism or per-
form a simple function and then disappear, forgotten.

2. Minor characters. These characters may make a difference in the
plot, but we aren't supposed to get emotionally involved with them, either
negatively or positively. We don't expect them to keep showing up in the
story. Their desires and actions might cause a twist in the story, but play
no role in shaping its ongoing flow. In fact, a rule of thumb is that a minor
character does one or two things in the story and then disappears.

3. Major characters. This group includes the people we care about;
we love them or hate them, fear them or hope they succeed. They show up
again and again in the story. The story is, to one degree or another, about
them, and we expect to find out what happens to them by the end. Their
desires and actions drive the story forward and carry it through all its
twists and turns.

Remember, though, that there is no wall dividing one level from the oth-
ers. In your story, Pete and Nora may be the main characters, but their
friends Morry and Dolores and Pete's boss Edgar and Nora's brother
Shawn are also fairly major, and we expect to know more about them; and
then there's Pete's secretary and the doorman, who both do some pretty
important things in the story, though we aren't aware of deep personal di-
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lemmas in their lives; and we certainly will remember the weird taxi driver
and the Indian cop and . . .

So where is the dividing line between major and minor? There isn't
one. But we know that Pete and Nora are the most important; Morry, Do-
lores, Edgar, and Shawn are somewhat important; Pete's secretary and
the doorman are somewhat important but still pretty minor; and the
weird taxi driver and the Indian cop are definitely minor but certainly not
mere walk-ons. The different levels shade into each other. And as you
master the techniques appropriate to each level, you'll be able to create
each character at exactly the level of importance the story requires.

WALK-ONS AND PLACEHOLDERS

Unless your story takes place in a hermitage or a desert island, your main
characters are surrounded by many people who are utterly unimportant
in the story. They are background; they are part of the milieu. Here are a
few samples that show what I mean.

Nora accidentally gave the cabby a twenty for a five-dollar ride and then was
too shy to ask for change. Within a minute a skycap had the rest of her money.

Pete checked at the desk for his messages. There weren't any, but the bellman
did have a package for him.

People started honking their horns before Nora even knew there was a traffic
jam.

Apparently some suspicious neighbor had called the cops. The uniform who
arrested him wasn't interested in Pete's explanations, and he soon found him-
self at the precinct headquarters.

Notice how many people we've "met" in these few sentences. A cabby, a
skycap, a hotel desk clerk, a bellman, horn-honkers in a traffic jam, a sus-
picious neighbor, a uniformed police officer. Every single one of these
people is designed to fulfill a brief role in the story and then vanish com-
pletely out of sight.

Part of the Scenery
How do you make people vanish? Any stage director knows the trick. You
have a crowd of people on stage, most of them walk-ons. They have to be
there because otherwise the setting wouldn't be realistic—but you don't
want them to distract the audience's attention. In effect, you want them to
be like scenery. They really aren't characters at all—they're movable
pieces of milieu.

So you dress them in drab or similar clothing, and make your main
characters' costumes contrast sharply with the crowd. If possible, you
make the walk-ons hold absolutely still; if they have to move, you make
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them move as smoothly and gently as possible. You do not allow them to
make noise except when you want general crowd noises. You make them
keep their attention riveted either on their own quiet task or on the main
action of the scene. You turn them so they're facing generally upstage.
You never let any one walk-on stay on stage for very long, or the audience
starts expecting him to do something.

The surest way for a walk-on to get himself fired from a play is to be-
come "creative"—to start fidgeting or doing some clever bit of stage busi-
ness that distracts attention from the main action of the scene. Unless, of
course, this is one of those rare occasions when the walk-on's new business
is brilliantly funny—in which case, you might even pay him more and ele-
vate the part.

You have the same options in fiction. If a character who isn't sup-
posed to matter starts getting out of hand, distracting from the main
thread of the story, you either cut her out entirely, or you figure out why
you as a writer were so interested in her that you've spent more time on
her than you meant to, and revise the story to make her matter more.

Most of the time, though, you want your walk-ons to disappear. You
want them to fade back and be part of the scenery, part of the milieu. How
do you do it in fiction?

Stereotypes
We talked about stereotypes in Chapter 1, and I told you then that some-
times stereotyping would be exactly the tool of characterization you need.

This is the time.
A stereotype is a character who is a typical member of a group. He

does exactly what the readers expect him to do. Therefore they take no
notice of him—he disappears into the background.

As ordinary human beings, we may not like a particular stereotype if
we happen to be the member of a group we think is viewed unfairly. But as
writers, writing to our own community, we can't help but be aware of and
use our community stereotypes in order to make placeholding characters
behave exactly according to expectations.

If we think that a particular stereotype is unfair to the group it sup-
posedly explains, then we're free to deliberately violate the stereotype.
But the moment we do that, we have made the character strange, which
will make him attract the readers' attention. He will no longer simply dis-
appear—he isn't a walk-on anymore. He has stepped forward out of the
milieu and joined the story.

MINOR CHARACTERS
There's nothing wrong with a background character violating stereotype
and attracting attention—as long as you realize that he isn't part of the
background anymore. The readers will notice him, and they'll expect his
strangeness to amount to something.
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The audience still isn't supposed to care much about him; he isn't ex-
pected to play a continuing role in the story. He might be momentarily in-
volved in the action, but then he'll disappear. Still, his individuality will set
a mood, add humor, make the milieu more interesting or complete. The
way to make such characters instantly memorable without leading the au-
dience to expect them to do more is to make them eccentric, exaggerated,
or obsessive.

Eccentricity
Remember the movie Beverly Hills Cop? There were hundreds of place-
holders in that film—thugs who shot at cops, cops who got shot at, people
milling around in the hotel lobby, people at the hotel desk. They all acted
exactly as you would expect them to act. They vanished. Unless you per-
sonally knew an actor who played one of the walk-ons, you don't remem-
ber any of them.

But I'll bet that as you walked out of the theater, you remembered
Bronson Pinchot. Not by name, of course, not then. He was the desk at-
tendant in the art gallery. You know, the one with the effeminate manner
and the weird foreign accent. He had absolutely nothing to do with the
story—if he had been a mere placeholder, you would never have noticed
anything was missing. So why do you remember him?

It wasn't that he had a foreign accent. In southern California, a
Spanish accent would merely have stereotyped him; he would have disap-
peared.

It wasn't his effeminacy. The audience would merely see him as a
stereotypical homosexual. Again, he would disappear.

But the effeminacy and the accent were combined—the "foreigner"
stereotype and the "effete homosexual" stereotype are rarely used togeth-
er, and so the audience was surprised. What's more important, though, is
that the accent was an eccentric one, completely unexpected. Pinchot based
his accent on the speech of an Israeli he once knew; the accent was so rare
that almost no one in the audience recognized it. It was a genuinely novel
way to speak. He was not just a foreigner, he was a strange and effeminate
foreigner. Furthermore, Pinchot's reactions to Eddie Murphy—the hint
of annoyance, superiority, snottiness in his tone—made him even more
eccentric. Eccentric enough to stick in our minds.

How memorable was he? From that bit part, he went directly into the
TV series Perfect Strangers. Which goes to show that you can still parlay a
bit part into a career.

And yet in Beverly Hills Cop, though we remembered him, we never
expected his character to be important in the story. He existed only for a
few laughs and to make Eddie Murphy's Detroit-cop character feel even
more alien in L.A. Pinchot managed to steal the scene—to get his promo-
tion from walk-on—without distorting the story. He was funny, but he
made no great difference in the way the story went. He simply amused us
for a moment.

Since he was a minor character, that was exactly what he needed to
be. Likewise, in your stories you need to realize that your minor characters
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should not be deeply and carefully characterized. Like flashbulbs, they
need to shine once, brightly, and then get tossed away.

Exaggeration
Another way to make a minor character flash. You take a normal human
trait, and make it just a little—or sometimes a lot—more extreme, like the
character Sweet-Face in Butch Cassidy and the Sundance Kid. Butch and the
Kid are in a whorehouse; the Pinkerton detectives ride up on the street be-
low. There we see a pudgy-faced character who looks like the soul of inno-
cence and believability. Butch tells Sundance a brief story about him—
that with Sweet-Face covering for them, they're safe, because everybody
believes him. His innocent look is an exaggeration, but sure enough, when
Sweet-Face points out of town, as if to say "they went thataway," the Pin-
kertons take off in that direction.

A few moments later, the Pinkertons ride back, confront Sweet-Face
again; Sweet-Face panics and points straight toward the room where
Butch and the Kid are watching. His panic and betrayal are as exaggerat-
ed as his innocence was before. He sticks in the memory, and yet we never
expected him to be important again in the plot.

Obsessiveness
Let's go back to the example I gave before, of Nora's cabby, the one she
paid a twenty for a five-dollar ride. The stereotypical reaction—"Hey,
thanks, lady"—is so ordinary we can omit it entirely. But what if the cab-
driver is obsessive?

"What is it, you trying to impress me? Trying to show me you're big time? Well,
don't suck ego out of me, lady! I only take what I earn!"

Nora had no time for this. She hurried away from the cab. To her sur-
prise, he jumped out and followed her, shouting at her with as much outrage as
she'd expect if she hadn't paid him at all. "You can't do this to me in America!"
he shouted. "I'm a Protestant, you never heard of the Protestant work ethic?"

Finally she stopped. He caught up with her, still scolding. "You can't do
your rich-lady act with me, you hear me?"

"Shut up," she said. "Give me back the twenty." He did, and she gave him
a five. "There," she said. "Satisfied?"

His mouth hung open; he looked at the five in utter disbelief. "What is
this!" he said. "No tip?"

Now, that's a guy who won't let go. If you saw that scene in a movie or even
read it in a novel, chances are you'd remember the cabdriver. Yet you
wouldn't expect him to be important in the plot. If he showed up again it
would be for more comic relief, not for anything important. For instance,
when the story is all but over and Nora is coming home with Pete for a
well-earned rest, it could be funny if they get in a cab and it turns out to be
the same driver. The audience would remember him well enough for
that. But they would be outraged if the cabdriver turned out to be an as-
sassin or a long-lost cousin.
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This would not be true, however, if this were the first scene in the sto-
ry. At the beginning of the story, all the characters are equal—we don't
know any of them at all. So if in fact you wanted to tell the story of how
Nora got involved with this obsessive-compulsive cabdriver—or how the
cabdriver managed to get Nora's attention so he could start dating her—
this would be a pretty good beginning.

The other side of that coin is that if the cabdriver is in fact supposed
to be minor, you could not begin the story with this scene. If these were the
first five paragraphs of the story, we would naturally expect that the story
was going to be about Nora and the cabby, and when Nora goes on through
the story without ever seeing or even thinking of the cabdriver again, at
some point many readers are going to ask, What was that business with the
cabdriver all about?

This is because much of what makes the difference between major
and minor characters is the amount of time you spend on them. And the
amount of time is not absolute—it is relative to the total length of the story.
In a 1,500-word story, this 150-word section would be 10 percent of the
total—and that's a lot. In an 80,000-word novel, this 150-word section
would be almost vanishingly brief. So the cabby would seem more impor-
tant in a short story than in a novel.

However, if this scene comes at the beginning of a story, so that the
reader doesn't know yet what the story is about, then the cabby is present
in the entire 150 words of the story's first scene. At that point he seems to
the reader to be almost as important as Nora—he is diminished only by
the fact that he is not named and Nora is the point-of-view character. The
reader has every reason to expect that the cabby will amount to some-
thing.

This is why it's a good idea to introduce at least a few major charac-
ters first, so that the first characters the reader meets—the characters who
occupy 100 percent of the opening—really will turn out to matter to the
story.

MAJOR CHARACTERS
By now it should be obvious that the major characters are the ones who
really matter, the ones the story is, to one degree or another, about. Their
choices turn the story, their needs drive the story forward.

These are also the characters who most need to be characterized. Be-
cause they really matter to the story, you can devote as much time to them
as strong characterization might require, and the rest of this book is devot-
ed to showing you exactly how to do full characterization.

There are other cues you use to let the audience know which charac-
ters are major, besides the raw amount of time devoted to characteriza-
tion:

Choices
If a character is relatively powerful—powerful enough to make choices
that change other characters' lives—the audience will remember her bet-
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ter and expect her to amount to something more in the story. If the other
characters all regard a character as dangerous or powerful, the readers
will, too.

Focus
This leads to one of the most effective theatrical techniques for making
the audience notice a character—have everyone on stage look at him, listen
to him, or talk about him behind his back. If you do enough of this, you nev-
er have to bring the character on stage. We never see the title character in
Waiting for Godot, for instance, and yet he is arguably the most important
character in the play, and his failure to arrive is the most important
"event."

You can use the same technique in fiction to focus the readers' atten-
tion on a character whether he's present or not. In The Lord of the Rings, the
character of Sauron appears in person only once; beyond that, he person-
ally intervenes in the story only a handful of times. Yet he is the engine
driving almost every plot thread, the focus of everyone's attention far
more often than any other character. The result is that readers "remem-
ber" Sauron as one of the most important characters in The Lord of the
Rings—even though he almost never appears in the story at all.

Frequency of Appearance
If a character keeps coming back, even if she's not all that exciting or pow-
erful, we begin to expect her to do something important—or else why
would the writer keep bringing her up? This is why, when movie stars are
evaluating a script, they'll keep track of how many scenes their character
will be in. If they aren't in enough scenes, they won't loom large enough in
the audience's mind—and therefore the film won't be a "star vehicle."

Sometimes a character who should remain minor will keep coming
back just because of her job—a bartender at the club where two major
characters regularly meet, for instance. Then you need to reduce her im-
portance—have her say very little, or have substitute bartenders show up
on her night off, something to let the reader know that it doesn't matter
much whether the bartender is there or not.

Action
A character doesn't have to appear all that often, as long as every time he
does appear, what he says and does has an important effect on the plot. On
the other hand, a character who is often present but does almost nothing
can quickly fade in the readers' memory. In the play Romeo and Juliet, Ro-
meo spends a lot of time with his two friends, Benvolio and Mercutio. In
fact, as I remember it Benvolio is present in more scenes than Mercutio,
including the first scene in which we see Romeo himself. Yet Benvolio is
completely forgettable, while Mercutio is one of the most memorable
characters in the play. Why? Because Benvolio never does anything but
listen to people and make a few bland comments, while Mercutio is flam-
boyant and provocative and funny and outrageous, and when he is on-
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stage he either incites or is deeply involved in every action.
Rule of thumb: Passive characters will not seem as important as ac-

tive characters.

Sympathy
In another chapter I'll discuss techniques for making characters likable or
sympathetic; for now, it's enough to say that the more endearing or
charming a character is, the more the audience comes to like her as a hu-
man being, the more important that character will be to the audience, and
the more they'll expect to see what becomes of her.

Point of View
One of the most potent devices for making a character important to your
readers is to use the character's point of view. The third part of this book is
devoted to explaining point of view, so this will be only a brief reference.
Rule of thumb: When a character in the story is used as the narrator or
viewpoint character, his importance is greatly increased.

There are also some variables that are out of your control. A charac-
ter might be extremely important to some readers because they think they
resemble him, or because the character resembles someone they love or
hate. Or a character you think of as important may seem unimportant to
some readers because they have seen too many characters like him—to
them, the character has become a cliche. In fact, if your story is very popu-
lar, it is likely to be imitated—and the fact that the market is flooded with
imitations of your best character will soon make your character feel like an
imitation, too, even though he's the original!

But since these things are generally out of your control, you can't
very well use them to help you establish your hierarchy of characters. The
techniques you can control are:

Ordinariness vs. strangeness
The amount of time devoted to the character
The character's potential for making meaningful choices
Other characters' focus on him
The character's frequency of appearance
The character's degree of involvement in the action
Readers' sympathy for the character
Narration from the character's point of view

As you use these techniques to varying degrees with the many characters
in your story, an unconscious ranking of the characters will emerge in the
readers' minds, starting with the least important background characters,
moving up through the minor characters, to the major characters, and fi-
nally to two or three main characters or a single protagonist—the people
or person the story is mostly about.

Chances are you won't be fully aware of the hierarchy of characters
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in your own story—it's almost impossible for a storyteller to have all these
techniques completely under conscious control. But if you find that read-
ers seem not to notice a character you think is important, or if a character
starts "taking over" the story when you don't want him to, you can use
these techniques to adjust the character's relative importance. And when
these techniques are under your control, you can play your characters the
way a harpist plays each string on the harp, a few at a time, for exactly the
right balance and harmony.



CHAPTER 7

HOW TO RAISE THE
EMOTIONAL STAKES

READING A STORY IS NOT A PASSIVE PROCESS. While a reader may seem to
be sitting still, slowly turning pages, in his own mind he is going through a
great many emotions. Underlying all of them is a strong tension. The
stronger it is, the more the reader concentrates on finding out what hap-
pens next, the more attention he pays, the more intensely he feels all the
emotions of the tale.

The amount of tension the reader feels depends partly on her emo-
tional state, her imagination, her ability as a reader. But the strength of
the story's tension also depends on choices you make. Some of these
choices have to do with the story's structure—hinted at in Chapter 5—and
others are simply outside the scope of this book. However, there are sever-
al things you can do with characters to raise the readers' emotional stake in
the story, make them more emotionally involved in what's happening,
make them care more about the outcome.

SUFFERING
Pain is a sword with two edges. The character who suffers pain and the
character who inflicts it are both made more memorable and more im-
portant.

Pain can be either physical or emotional. Great grief and great physi-
cal agony, well presented in the tale, can greatly increase the reader's emo-
tional involvement. Remember, though, that you aren't using grief to
make the reader grieve any more than you're using physical pain to make
the reader bleed. Readers don't necessarily feel what the characters are
feeling—when the villain cries out in his agony of defeat, the reader may
be cheering inside. But the intensity of the characters' feeling, as long as it
remains believable and bearable, will greatly intensify the reader's feel-
ings—whatever they are.

Of course, not all pain is alike. A cut finger doesn't magnify a charac-
ter very much. Ghastly physical torture can become unbearable to imag-
ine, so that the reader refuses to remain engaged with the story and you
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lose him completely. The most powerful uses of physical and emotional
pain are somewhere between the trivial and the unbearable.

In Stephen King's The Dead Zone, the main character suffers terribly:
A traffic accident puts him in a coma for many years; he loses his career,
the woman he loves, and many years of his life. Furthermore, when he fi-
nally recovers, he continues to suffer in body and soul. And with each
twinge of pain and grief, the reader's emotional involvement in the story
becomes more intense.

Notice that his pain is both physical and emotional. The loss of a
loved one can weigh as heavily in the mind of the audience as the loss of a
limb. However, physical pain is much easier to use because it doesn't have
to be prepared for. If a character is tortured, as in King's novel Misery, the
audience will wince in sympathetic agony even if they don't know the
character very well—even if they have never seen the character before.
Emotional loss does not come so easily. In The Dead Zone, King devoted
several pages to creating a warm, valuable love relationship between the
main character and the woman he loves. It is at a vital moment in their re-
lationship that he has his terrible traffic accident. Now when he discovers
that she married someone else during his coma, the readers know how
much he loved her, and so the pain of losing her actually outweighs the
physical pain he suffered.

Suffering loses effectiveness with repetition. The first time a charac-
ter is hit in the head, the pain raises her importance; the third or fourth
time, the character becomes comic, and her pain is a joke. Likewise, the
first time you mention a character's grief, it raises his stature and makes
the reader more emotionally involved. But if you keep harping on the
character's suffering, the reader begins to feel that the character is whin-
ing, and the reader's emotional involvement decreases.

You can see this with audience reactions to slasher movies—those
horror flicks in which the special effects department keeps coming up
with cool new ways to dismember the characters. The hideous murders in
these movies were originally devised to jack up the audience's emotions,
higher and higher with each death. Rather sooner than they expected,
however, many in the audience stopped being horrified and began to
laugh. This is not really a sign of the audience's moral decay or inability to
empathize; it's simply that an audience reaches a point when fictional pain
is too difficult to bear. When pain or grief become unbearable in real life,
human beings often develop fictions to cope with it—we call it insanity.
When pain or grief become unbearable in fiction, readers simply disen-
gage from the story, and either abandon the tale or laugh at it.

Does this mean that pain is a sharply limited character device? No—
it is almost unlimited in its potential. But you must remember that you in-
crease the power of suffering, not by describing the injury or loss in great-
er detail, but rather by showing more of its causes and effect. Blood and
gore eventually make the audience gag; sobbing and moaning eventually
earn the audience's laughter or contempt. On the other hand, if you make
us understand how intensely the character loved before losing the loved
one or trusted before being betrayed, then his grief will have far greater
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power, even if you show it with great economy. If you show a character
coping with her pain or grief, refusing to succumb to it, then readers will
wince or weep for her. Another rule of thumb: If your characters cry,
your readers won't have to; if your characters have good reason to cry,
and don't, your readers will do the weeping.

SACRIFICE
Pain or grief also increase a reader's intensity in proportion to the charac-
ter's degree of choice. Pete has broken his leg on a hike, and Nora has to
set it for him. That scene will be painful, and will certainly magnify both
characters as they cause and suffer pain. But Pete's pain will be far more
powerful if he is alone and has to set the leg himself. As he ties a rope to his
ankle, passes it around a tree trunk, braces his good leg and pulls on the
end of the rope, the agony which he inflicts on himself will make the scene
utterly unforgettable, even if we never see his face, even if his agony is
never described at all. This works with emotional suffering as well. The
climax of the movie Broadcast News comes when Holly Hunter's character
is forced to choose between her desperate passion for William Hurt's
charming but shallow character and her integrity as a journalist, which up
to now has been the foundation of her whole life. When we see her give up
her lover in order to preserve her integrity, our emotions are far more in-
tense than they would have been if she had lost him under circumstances
beyond her control. Self-chosen suffering for the sake of a greater good—
sacrifice, in other words—is far more intense than pain alone.

When one character willingly inflicts pain on another, the torturer
becomes as important, in our fear and loathing, as the victim becomes in
our sympathy. This is the other side of the coin of sacrifice. If a character
is driving a car and accidentally hits and injures a child, it has a powerful
effect. But if a character deliberately chooses to cause someone else pain,
the effect is even stronger. The audience may hate the character, but the
intensity of feeling is much stronger than when the character caused pain
without meaning to. It's no accident that the most memorable character in
many stories is the sadistic villain; the hero often seems bland and forget-
table by comparison.

JEOPARDY
Jeopardy is anticipated pain or loss. As anyone who has been to a dentist
knows, the anticipation of pain is often more potent than its actuality.
When a character is threatened with something bad, the audience auto-
matically focuses its attention on him. The more helpless the character
and the more terrible the danger, the more importance the audience will
attach to the character.

That is why children in danger are such powerful characters; so
powerful, in fact, that some films become unbearable to watch. The film
Poltergeist was strong stuff for that reason. Some horror-movie buffs
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pooh-poohed the film because "nothing really happened"; nobody got
gruesomely killed. What they didn't realize is that a dozen creative slash-
ings of teenage kids in a spatter movie won't equal the power of a single
scene in which children are being dragged toward terrible death while
their mother struggles vainly to try to reach them in time.

The films Alien and Aliens crossed the line for me. The jeopardy sim-
ply became unbearable. I had to leave the theater. I have since watched
both films in their entirety—but never all at once. I could only watch them
in sections, flipping cable channels now and then to break the tension
caused by the unrelenting jeopardy.

The greater the jeopardy, the stronger the pain when the dreaded
event actually occurs. In the TV movie The Dollmaker, I did not realize how
powerfully the jeopardy had affected me until it was too late. Perhaps be-
fore I had children I could have borne it, but I have children now, and
when the mother runs screaming to try to snatch up her little girl before
her legs are run over by a moving train, the tension in me built to a point
higher than I have ever experienced in a story. When the wheels finally
reach the girl before her mother does, the girl's pain, combined with the
climactic release of the exquisite jeopardy, pushed me over the edge. The
first time I saw the film I had to turn off the television and weep. I couldn't
get control of myself for fifteen minutes.

The writer had set up this jeopardy to be as powerful as it could pos-
sibly be. The little girl and the mother had already suffered so much emo-
tional pain in the film that the audience already cared deeply about them
both. And the reason the girl was off by herself was a painful emotional
confrontation. So the audience's stake in these characters was already
strong.

As the jeopardy develops, the girl is absolutely helpless—she has no
idea the train is about to move. The mother is powerless to rescue her—
how can she stop a train? How can she scream louder than the roaring of
the engines? And the power of the train is like the fist of God, it is so irre-
sistible, so uncompromising.

As a result, during the seconds—it feels like half an hour—when the
mother is struggling to get into the train yard, racing to try to reach her
daughter, the jeopardy made the characters more important to me, in
those few moments, than any characters have ever been in my experience
of reading and seeing stories. I could not bear to watch that scene again. I
don't have to. I can relive every moment of it in my memory.

This particular example is more powerful than most jeopardy situa-
tions, of course, but it does show how jeopardy works. Jeopardy magnifies
the stalker, the savior, and the prey, just as pain and sacrifice magnify suf-
ferer and tormentor alike.

Pain and jeopardy work hand in hand, too. In Stephen King's Misery,
the hero is already in great pain from an automobile accident, but he is in
danger of even worse suffering from the insane woman who holds him in-
communicado and drugged to the gills in her remote mountain home.
The danger of greater pain is constant, as she regulates him by withhold-
ing drugs. But then comes the terrible moment when she actually maims
him, cutting off first one part of his body, then another. It makes the jeop-
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ardy all the more terrible, to know absolutely that she means to carry out
her threats.

It's important to remember that jeopardy only works to increase the
audience's tension if the audience believes that the dreaded event might
actually happen. In old-fashioned melodramas, the jeopardy was often
grotesque—the hero was tied to a log heading into the sawmill; the hero-
ine was bound to the railroad tracks as the train approached. But the audi-
ence eventually realized that there was no chance (in those days) that the
storyteller would ever allow the hero to be cut to ribbons by the saw, or the
heroine to be spattered along the tracks by the train. Contemporary stan-
dards of decorum simply did not allow such things to be shown in a story.

Writers of melodrama, aware that grotesque jeopardy had finally
become unbelievable—and therefore laughable—switched tactics. In-
stead of trying to find ever-more-horrible threats, they used very simple
threats, but they made them come true. The first time a writer had the vil-
lain jam a burning cigarette into the heroine's hand, the audience gasped
and a threshold was crossed. The villain had proved that he not only could
cause pain, he would. His next threat was credible again, and because the
audience believed, jeopardy was again a powerful tool for creating
tension.

SEXUAL TENSION

Sexual tension is related to jeopardy. In fact, you could call it "jeopardy of
sex," except that presumably your characters desire sex rather more than
they desire pain. Sexual tension is so vital to so many stories that the term
romance is now generally used to refer to stories that are about sexual ten-
sion. It crosses all cultural boundaries. When a man and woman meet in a
story, we assume at least some degree of sexual possibility. If the two char-
acters immediately become important to each other, the sexual tension in-
creases—especially if they become important in a negative sense. Rivalry,
contempt, anger—none of them make us doubt for a moment that the
sexual possibility is real, and the more intense these negative feelings are,
the more sexual tension there is.

However, for sexual tension to make two characters more impor-
tant, the audience must recognize them as meeting the general social stan-
dards of sexual attractiveness. When Clark Gable and Claudette Colbert
met in It Happened One Night, the audience instantly recognized them as
suitable sex objects.

This does not mean that all participants in sexual tension have to be
physically beautiful, though that is certainly the easiest way. If you have
made an unbeautiful character important to us for other reasons, we will
regard him as sexually attractive despite a lack of physical beauty, and sex-
ual tension will work for him. John Merrick's devotion to the actress
played by Anne Bancroft in The Elephant Man was charged with sexual en-
ergy, even though actor John Hurt's makeup was repulsive.

On a milder level, the television series L. A. Law brought off a similar
effect between the characters played by Jill Eikenberry and Michael Tuck-
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er. Tucker is short and pudgy, with a receding hairline, playing meek tax
lawyer Stuart Markowitz; Eikenberry is a tall, attractive, compelling wom-
an playing high-powered trial lawyer Ann Kelsey. The audience did not
see any sexual possibility between them. In fact, when a drunken Kelsey
proposed a night of unwedded bliss to Markowitz at a party, it was comic
because it was so unexpected—so odd. Gradually, however, the sexual
tension grew as our sympathy with Markowitz grew. We recognized that
he was a good man; we identified with him and his attraction to Kelsey;
and finally we felt a strong desire to bring them together.

Sexual tension intensifies the audience's involvement with all char-
acters involved. However, as several TV series have discovered to their
sorrow, tension dissipates when characters come together in sexual har-
mony. It isn't like violence, which establishes the villain's credibility and
makes the next round of jeopardy even more powerful. Instead, sexual
fulfillment has the same effect on sexual tension that the death of the vic-
tim has on jeopardy. For that character, at least, the tension is over. The
writers of Cheers quickly realized their mistake and split Sam and Diane;
the writers of Moonlighting never gave David and Maddie a moment to en-
joy sexual harmony before putting them back in hopeless, hilarious con-
flict—and the sexual tension remained high, at least for a while.

SIGNS AND PORTENTS

Another way to increase the readers' intensity is to connect a character
with the world around her, so that her fate is seen to have much wider con-
sequences than her private loss or gain. King Lear's climactic moment is
linked with a storm, and though we take his attempt to command the wind
("Blow, winds! Crack your cheeks!") as a sign of madness, the fact is that
the wind is blowing, the storm is raging, and we receive the subliminal
message that what happens to Lear has cosmic implications. His daugh-
ters' betrayal of their oaths to him, their plotted patricide, is more than a
private tragedy—it is a disorder in the world, which must be resolved be-
fore the universe can again be at peace.

In tragedy and high romance, the connection between a character
and the world around him can be quite open. The ark of the covenant in
Raiders of the Lost Ark is more than a secret weapon—its opening represents
the unleashing of the power of God. When the villain opens it, the story-
teller makes sure we understand that it isn't a mere boobytrap that kills
him. The ark isn't opened until it is brought to a special holy place, and
when the lid comes off, we see spirits spiraling around, terrible winds and
fire, finally culminating in a whirlwind that disturbs the very heavens.
Likewise, Oedipus's sins cause a famine, which doesn't end until he pays
the price; storms rage across the moors in Wuthering Heights exactly when
the mood of the characters is most turbulent.

Even when you're trying for more subtlety, however, signs and por-
tents are still vital tools in drawing your reader more intensely into the
tale. You simply disguise the cosmic connections a little better. The great
storm becomes a gentle drizzle; the flaming sky becomes a sweltering day;
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the roll of thunder becomes a distant siren in the city; the famine becomes
the wilting of a flower in the window. The connection between character
and cosmos will still be there, and, often without consciously noticing the
portents, the audience will become more intensely involved with what the
character does.

You can't control everything the reader feels, and no two members
of your audience will ever be emotionally involved in your story exactly to
the same degree. Still, there are some things you can control, and if you
use them deftly, without letting them get out of hand, you can lead most of
your audience to intense emotional involvement with your characters.
The audience won't necessarily like the characters, but they certainly won't
be indifferent to them.



CHAPTER 8

WHAT SHOULD WE
FEEL ABOUT THE

CHARACTER?

ANY TIME YOU SHOW CONFLICT BETWEEN CHARACTERS, you want your
audience to care about the outcome. Perhaps they'll have an intellectual
interest, if the conflict is over some idea or principle they happen to care
about—but their feelings will run far deeper if they have great sympathy
for one or more of the characters in conflict.

Sometimes you'll want your readers to take sides—to be rooting for
one character and hoping the other will fail. You'll want them to sympa-
thize with the character who stands for what you believe in—the character
you conceive of as representing Good.

In fact, your readers will respond this way even if you don't plan it.
Let's say your main character is Howard Eastman, a much-decorated
Vietnam veteran who has gone into government service. There he be-
comes deeply committed to the cause of a group of freedom fighters in a
Central American country. When Congress votes to cut funding for these
freedom fighters, Eastman determines to find ways to keep them alive
and fighting. So at great risk—to himself and the administration—he cir-
cumvents Congress and finds various semi-legal ways of getting American
money and weapons to his brave Central American friends.

If you have made Eastman sympathetic to your audience, they will
assume that you approve of what he's doing, especially if you make his op-
ponents unlikable. If you have created Eastman's character well and con-
tinue to make him sympathetic throughout the book, most readers will go
along with you, liking Eastman and hoping he'll win. But what if you want
them to disapprove of Eastman's corruption of government process for
the sake of a cause? What if you want the audience to reach the conclusion
that Eastman was wrong?

The easiest course is to make Eastman the villain from the begin-
ning, so the audience never likes him. Then your hero will be the Ameri-
can government official who unmasks or defeats him, or perhaps the Cen-
tral American commander opposing him on the field.

Considerably harder is to start out with a very likable, sympathetic
Eastman, and then through the course of the book gradually and delicate-
ly bring the audience to lose sympathy with him. Again, however, this is
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much easier if you have another hero—perhaps one who seemed to be a
"bad guy" at first—who can replace Eastman in the audience's sympathy.

The most daring course, yet the one most likely to transform your
audience, is to keep Eastman sympathetic throughout, while facing him
with an opponent who is also sympathetic throughout the story. The audi-
ence will like both characters—a lot—and as Eastman and his opponent
come into deadly conflict, your readers will be emotionally torn.

This is anguish, perhaps the strongest of emotions you can make
your audience experience directly (as opposed to sympathetically mir-
roring what your characters feel). Neither character is at all confused
about what he wants to have happen, yet your audience, emotionally in-
volved with both of them, cannot bear to have either character lose. The
emotional stakes are raised to much greater intensity, and yet the moral is-
sues will again be removed from a matter of mere sympathy; in having to
choose between characters they love, the readers will be forced to decide
on the basis of the moral issues between them. Who really should prevail?

This last strategy, of course, is far more dangerous, far less clear
than the others. When you separate sympathy from moral decisions—ex-
actly what a judge and jury must try to do in a trial—you can't be sure that
your audience will reach the "right" conclusions; you can't be sure that
they'll agree with you. But you can be sure that they'll care far more than
they ever would from reading articles and essays on the issue.

In any event, all these strategies depend on the author's knowing
how to get the audience to feel sympathy or antipathy toward a character.

There's another practical reason for knowing how to get your audi-
ence to like or dislike a character. Most readers of most types of fiction
want to read about characters they like. And why shouldn't they? If you
were going to take a three-day bus ride, wouldn't you hope to have a seat-
mate whose company you enjoyed? Your readers are investing considera-
ble time in your story; if they dislike your main character, it's going to be a
lot harder to persuade them to stay along for the whole ride.

At times, of course, you'll want to violate that general principle and
tell a story whose main character is pretty repulsive. Even then, however,
with almost no exceptions, the writer who brings off such a story success-
fully is really not making the main character completely unlikable. In-
stead, the character is given several major negative traits early in the story,
and the traits remain prominent throughout, so that readers don't notice
that the writer is using three dozen other techniques to create sympathy for
the "unsympathetic" hero. The true "anti-hero" is rare in fiction. Most
seeming anti-heroes are really heroes who need, metaphorically speak-
ing, a bath.

One way or another, then, you're going to need to know how to
arouse audience sympathy or antipathy toward a character. I've found in
teaching writing classes that when beginning writers create an obnoxious
main character, often it isn't because they had some notion of creating an
anti-hero. Instead, these writers simply didn't realize that their hero was
becoming obnoxious. They weren't in control.
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FIRST IMPRESSIONS

Characters, like people, make good or bad first impressions. When char-
acters first show up in a story, we start to like them—or dislike them—
right away.

We Like What's Like Us
The word like has a lovely double meaning: The most important ingredi-
ent in how much we like a stranger when we first encounter him is how
much he seems to be like us. With important exceptions, we tend to feel
most comfortable with and personally attracted to people who belong to
the communities that are important to us, and people who are like us in
ways that we are proud of. All else being equal, we feel more at ease in ap-
proaching a stranger who is our age than one who is older or younger; the
same applies to economic class, style of dress, and so on. Likewise, when
we find out that someone belongs to the same church or plans to vote for
the same candidate or has the same attitude toward the President or
served in the same branch of the military or loves our favorite book or
movie, our tension relaxes and we get some of that comfortable feeling of
kinship—we "hit it off from the start. It's as if we recognize them, even
though we've never seen them before.

We tend to feel somewhat tense around people who don't seem very
similar to us—people speaking a foreign language or wearing nonstan-
dard costumes, or people who form a closed group to which we clearly
don't belong. We know that we're not part of their community. And we
get a definite bad impression of people who don't behave in ways that we
have come to think of as "normal": people wearing the wrong clothes for
the occasion, or talking too loudly, or using inappropriate language (too
elevated or too low); people with bad personal hygiene; people who accost
strangers on the street; people, in other words, who are not behaving in
ways that we would behave. We tend to look past them, sidestep them,
avoid them, shun them openly. They are not like us, and therefore we dis-
trust or dislike them.

The things that make us instantly like or dislike people we meet in
real life are pretty much the same things that make us instantly like or dis-
like the people we meet in fiction. We will immediately feel comfortable
with a fictional character who reminds us of things we like about our-
selves. We "recognize" the character. On the other hand, if we first see a
character doing something physically gross or socially inept, or if we are
shown a character who is foreign, alien, strange, then we tend to feel re-
pelled, or at least not attracted.

Still, there's a kernel of truth in the adage "opposites attract." There
are other, much stronger forces than mere similarity working to draw
people together. We've all had the experience of learning to detest some-
one who seemed comfortably attractive at first; likewise, getting to know
somebody better can help us overcome the immediate distance and suspi-
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cion that came from strangeness.
And that's a good thing for us as writers, because the one thing we

can't possibly control in our fiction is how much our readers are going to
feel themselves similar to our characters. Wouldn't it be horrible if the
only readers who could possibly sympathize with a character were the
ones who were just like him? How large an audience would there ever
have been for Amadeus? There are so few of us who would qualify as a mu-
sical genius with an obnoxious mocking attitude. Or One Flew Over the
Cuckoo's Nest—I've really never faced the choice of going to jail or being
committed to a mental institution, have you? Both those plays (and films)
depend absolutely on the audience developing enormous sympathy—no,
love—for the main character. Yet in neither case did the author have the
slightest hope of filling theaters with people who liked the character be-
cause he made a good first impression.

The liking that comes from a good first impression is immediate—
and shallow. The dislike that comes from a bad first impression can be
deeper; that's what makes bigotry such a powerful negative force. But
both can be overcome by storytellers who have even stronger tools at
hand.

Editorial Resistance
Alas, you are certain to run into editors or producers who don't know that
there are other ways to arouse sympathy. For instance, how many writers
have been told, "The audience for books is mostly women, so you need a
strong woman character in this book"? Too many—especially considering
that it isn't completely true. What is true is that if you use a male protago-
nist in a book whose audience will be primarily women, you won't get in-
stant identification. You have to work a lot harder to make the character
sympathetic. You have to be a better writer.

You also have to have an editor who actually understands how story-
telling works. These are relatively rare; most will reject your story or book
because "women won't like it." And because stories with male protagonists
probably won't get published for a female market (like romance novels or
women's magazines), the editors can "prove" their maxim by saying,
"Look—the only thing that sells is stories about women."

There are plenty of examples besides women's fiction. When a pro-
ducer optioned the film rights to my novel Ender's Game back in 1986, the
first thing he decided (after the contract was signed) was, "Of course, the
character of Ender has got to be sixteen." Since the entire story depends
on Ender being an innocent, trusting child, I balked. "Look," said the pro-
ducer, "the only way to have a hit sci-fi movie is to get the teen audience.
And to get the teen audience, you've got to have a teenage hero."

"What about E.T.?" said I. "What about Poltergeist? What about Alien?
What about—"

"Those are exceptions," he said.
Hi-ho, as Kurt Vonnegut would say.
It took producer Michael Douglas years of work to get One Flew Over

the Cuckoo's Nest produced; there was tremendous resistance, in large part
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due to the "unlikable" main character. Now that we know that the film was
a masterpiece, now that it won all those Academy Awards, it's easy to criti-
cize those who doubted the story would work. They were wrong—about
that story.

But the general principle has a foundation in truth: Making a weird
or unpleasant character likable is very hard. So we shouldn't be too critical
of editors or producers who tell us that it can't be done—they've seen so
many manuscripts and screenplays that tried to do it and failed miserably.

So if you know you're writing for an audience of women or teen-
agers or blue-collar workers or college graduates, it's a lot easier to win
their sympathy if you make your main character, the one you want them
to like, a woman or a teenager or a blue-collar worker or a college gradu-
ate. Unless there's a compelling reason in the story to do otherwise, why
borrow trouble?

Sympathy vs. Curiosity
While we tend to like characters that are like us, we also tend to be a little
bored with them. It's strangeness, not familiarity, that excites our curiosi-
ty. It's hard to imagine a blander character than one who is exactly typical
of a certain group. So even if you decide, for simplicity's sake, to use a
main character—Nora—who is a member of the same community as your
intended audience, you must also find ways to make Nora different and
intriguing. Giving her a few attributes in common with the target audi-
ence starts you on the road toward sympathy—but doesn't get you very far
along that road.

Since no two women or teenagers or blue-collar workers or college
graduates are exactly alike, you couldn't possibly make Nora similar
enough to everybody to attract the whole group anyway. The first impres-
sion that Nora gives the audience really has to accomplish no more than
getting their attention. No matter whether the first impression was nega-
tive or positive, you will always end up relying on some of the other tools
for creating lasting sympathy or antipathy.

CHARACTERS WE LOVE

Here are the devices that will make an audience tend toward lasting sym-
pathy with a character.

Physical Attractiveness
One tool that makes actors into movie stars and ordinary films into smash
hits simply isn't available to those of us who work in print, not with any-
thing like the same power. A filmmaker has only to put Robert Redford or
Kathleen Turner or Tom Cruise or Kelly McGillis or Harrison Ford on
the screen (with good makeup, lighting and camera work, of course), and
at least half the audience will have great sympathy for the characters they
portray.
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In print, we don't have that option. Oh, we can describe characters in
terms that suggest physical attractiveness, we can show others being at-
tracted to them—but we can never come close to the immediate impact of
seeing an intriguing face or an attractive body on the screen or stage. We
can never hear the exact timbre of the voice, can never catch that little
smile or startled look that suggests a combination of humor and timidity
and courage that is so endearing to the audience.

Don't you have to describe your character? Not necessarily. When I
turned in the manuscript of my novel Saints, both my agent and my editor
complained that I never described Dinah Kirkham, the main character.

"You never tell us her hair color," they said, "or the color of her eyes,
or even how tall she is."

True enough, said I, but didn't you have a mental picture of her any-
way? They both agreed that they had. Then, when I asked each of them
what her image of Dinah was, you won't be surprised to learn that each
described herself.

I had used other devices to create sympathy, and by avoiding physi-
cal description, I allowed my female readers to put themselves into
Dinah's story far more deeply than if I had compelled them to see her an-
other way. (If only I could have kept publishers from putting a painting of
Dinah on the cover, the technique would have worked perfectly.)

You usually can't get away with neglecting to give any physical de-
scription of your main characters. My point is not that description of char-
acters is bad—just that in print, at least, it isn't anywhere near as effective
as other techniques for winning audience sympathy. Describe when you
must, but don't imagine for a moment that saying your hero has "a firm
jaw, a fine, straight nose, and a tumble of light brown hair over his fore-
head" will win the undying devotion of your readers.

It can actually make some readers resent your character. "Another
incredibly good-looking woman," they'll sigh, hoping she eats five cheese-
cakes and gains six inches around the hips. "Another man who can press
300 pounds but still looks good in a suit," they'll murmur, while secretly
hoping he gets pimples. Listing all the features that make a character look
terrific is not the same thing as seeing a terrific-looking person on the
screen or in person. When you see the real person, his or her beauty can
overwhelm you; when you get only the list of beautiful features, you're
more likely to see, not undeniable beauty, but all the people who got more
dates than you in high school. Good-bye sympathy.

Altruism: Victim, Savior, Sacrifice
Some of the devices we use to raise the emotional stakes—suffering, sacri-
fice, and jeopardy—also have a rather complicated role in creating sym-
pathy.

Victim
When Nora is the victim of suffering and jeopardy, the audience will pity
her; they'll hope for her deliverance. But there's a price: Nora will seem
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weak, and along with pity there'll be at least a trace of contempt. (This is
much of the reason why feminists object to having women in fiction always
be rescued by men—even though the audience sympathizes with the fe-
male victim, they also disdain her.) You can compensate for this weaken-
ing of the victim by devoting some time to showing, in detail, that Nora
had no choice but to put herself in the power of her tormentor. Or you can
show how courageous Nora is for refusing to despair. This is actually eas-
ier to do when the suffering is physical; if Nora is the victim of emotional
or psychological suffering, you have to work harder to make readers un-
derstand why she doesn't just leave the situation.

Savior
The audience will like Pete when he acts as a rescuer, stepping in to stop
Nora's suffering or save her from jeopardy. Pete's courage is admirable,
of course, but even more the audience admires his sense of responsibility
for other people. They'll admire Pete even if the rescue fails.

However, there's always a danger of having a rescuer look like a fool
for plunging in without enough thought—what if Nora was dealing with
the problem and Pete's "rescue" ends up making everything worse? Pete
will still get credit for courage and responsibility, but he'll also get tagged
as just a little on the dumb side.

When the victim's suffering is emotional or psychological, the rescu-
er runs a great risk of looking like a meddler. If Pete finds Nora lonely and
suffering from the cruel domination of her parents, the audience won't
approve if he immediately starts taking over, insisting on rescuing her.
They'll wonder—correctly—if Pete is really saving Nora, or dominating
her in place of her parents. If you want the audience to sympathize with
Pete in his rescue attempt, you need to show his reluctance to intrude and
the urgency of Nora's situation. It also helps if Nora gives some signal that
she wants to be rescued.

Sacrifice
When Nora chooses to sacrifice herself, it will feel important to the audi-
ence—but it won't necessarily win sympathy. There'll be pity for her suf-
fering, of course, but before the audience will admire Nora for her sacri-
fice, they must feel that the cause she is willing to suffer or die for is impor-
tant and right. They must also feel that Nora has no other decent choice or
that her sacrifice will actually make a difference in helping other people.

Above all, the audience will have no sympathy for Nora if she
chooses martyrdom for no good reason but the desire to have a noble and
glorious death or to make other people like her more. If Nora has a decent
alternative to being sacrificed, the audience will insist that she choose it, or
the sacrifice will be seen as a stupid waste rather than a noble act.

Plan and Purpose, Hunger and Dreams
Beginning writers often make the mistake of having their hero always re-
act to the events of the story. The hero's reactions may all be perfectly rea-
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sonable, but the result is a character who seems to have no initiative—a
puppet being pushed around on the end of a stick. You know the kind of
story I mean:

Nora was doing nothing in particular that morning—just enjoying the sun-
shine—when the car squealed around the corner and came to a halt in front of
her. . . .

Yeah, right. How often are you outside doing nothing in particular? Nora
would be much more interesting if she were outside for a reason, trying to
accomplish something. Then when the events of the story change her life,
we have a sense that she actually had a life to be changed! If Nora was
hurrying to a meeting with her daughter's teacher, or rushing to the li-
brary to do research for a client, or worrying about possible results of the
medical tests the doctor just gave her, she will still try to deal with her
child's school problems or the client's deadline or the medical test results.
It will increase the pressure on her—and increase the audience's sympa-
thy for her.

Besides specific plans, your characters will have continuing needs,
hungers, hopes, and dreams. If the audience has the same needs, then
they'll sympathize with your character and hope those needs are satisfied.
For instance, everybody understands the need for money—but you can
make the audience sympathize with Nora even more by letting us know
what she needs the money for and how long and hard she's been working
to get it.

As a general rule, audience sympathy increases with the importance
of the character's dream and the amount of effort the character has al-
ready expended to try to fulfill it.

You need to beware of cliches and over-sentimentality—only a naive
reader is going to get worked up over a little boy who yearns for a puppy,
unless you show why this kid needs a dog. Still, you can almost always get
an audience to sympathize with your character's needs, even when they
seem bizarre: Pete's obsession with owning as many expensive new cars as
possible will make him seem strange and greedy—until we know that as he
was growing up, his father had to struggle to keep their old, beat-up car in
running order. The one time Pete's dad bought a new car, it ended up be-
ing repossessed under humiliating circumstances right after the layoffs at
the plant. Now the audience will realize that Pete's obsession with cars is a
response to his father's suffering. Instead of this hunger making him
strange and unlikable, it will make him understandable and sympathetic.

When the story is about the character's plan—a quest or caper sto-
ry—or when the story is about the character's need—as all character stories
are—then this tool makes the character almost irresistibly sympathetic.
That's why audiences find themselves rooting for heroes to succeed at the
most appalling things—robberies, assassinations, marriage-wrecking love
affairs. Once we're caught up in a character's plans and dreams, we're on
her side almost without limit.
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Courage and Fair Play
The audience will like Nora better when they see her take physical, social,
or financial risks to do what she believes is right or necessary. When Nora
has the guts to risk losing her job rather than keep silent about a bribery
scandal, we admire her—and fear for her.

Along with courage there must be a sense of fair play, however—
when Nora finally wins and the boss is forced to pay her damages and back
salary, she can never gloat. Nor can she ever do anything underhanded or
sneaky to win—if she cheats, she loses sympathy. This is the same rule that
made it so the good guy in a western always had to wait for the bad guy to
draw first; the good guy in a swashbuckler always let the bad guy pick up
his sword after disarming him; and the good girl in a romance never uses
cheap sex to keep her man.

Times have changed, of course, and writers don't always hold their
characters to those standards. What hasn't changed, however, is the fact
that readers still respond warmly to a character who is brave and plays
fair, and they lose sympathy for a character who is cowardly and cheats.
This doesn't mean you can't or shouldn't write about characters who
aren't always brave and gallant—but it does mean you will forfeit some au-
dience sympathy.

Attitude
A character's attitude toward other people, toward himself, and toward
the events of the story can do a lot to win sympathy. When things go
wrong, Pete doesn't whine or complain about it or blame everybody but
himself—he takes responsibility for his own mistakes, refers to his prob-
lems with wry humor, and tries to solve them. Nora never brags about the
good deeds she does—it embarrasses her when others praise her. When
someone criticizes her, she never argues to defend herself. But when
someone else is being criticized unfairly, Nora speaks up for him.

Pete always has sympathy for other people's suffering, always tries to
see things from their point of view. Nora may get angry, but she'll always
listen to the other person's explanations, and she's willing to trust peo-
ple—even when they've proved before that they really aren't very trust-
worthy.

Other characters may fail to recognize what good people Pete and
Nora are—but their very modesty and self-deprecating humor and refus-
al to defend themselves make the audience love them all the more.

Draftee or Volunteer
If Nora is faced with a task that requires great courage, and it won't bring
her much glory—no one will ever know she did it—the audience will sym-
pathize with her most if she volunteers. It will diminish her if she has to be
forced into acting. On the other hand, if the task at hand is one that will
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bring fame or fortune, then the audience will have much more sympathy
for Nora if she doesn't put herself forward, but modestly waits to be called
on.

It's this simple. If somebody says, "I've got a miserable, nasty job
here that has to be done," then a character gains sympathy by volun-
teering. If somebody says, "If you succeed in this task, your name will be
remembered for ten thousand years," then a character gains sympathy by
modestly waiting to be drafted.

This is why Tolkien made sure that Frodo never volunteered to be
the ringbearer in The Lord of the Rings; rather Frodo tried to give the ring
to someone else until it became absolutely clear that he was the only one
who could carry it. If Frodo had wanted to carry the ring, the audience
wouldn't have felt anywhere near as much sympathy for him—all his trou-
bles from then on would have been the result of his own hubris in thinking
he could measure up to the task.

This is also why political candidates always prefer to have it appear
that they are reluctant to run for office—their audience, too, has greater
admiration for those who have greatness thrust upon them.

Dependability
When a good guy says he'll do something, he keeps his word come hell or
high water. If he breaks his word, he'd better have a good reason for it—
and he'd better try to make up for it later.

I don't mean that sympathetic characters don't lie. A lie is a story told
about the past, and dependability has to do with promises—stories the
character tells about what she will do in the future.

How does this work? Pete stubbornly insists on trying to keep the
family farm, even though it's losing money. We know he's going to fail,
and if he sold it, he could pay for a college education for his younger
brother, who hates the farm and hates Pete for making him stay there.
The audience won't have much sympathy for stubborn, self-willed Pete.

But what if Pete is holding onto the farm because of a promise he
made to his dying father? Now the audience will like him for his depend-
ability. In fact, they'd lose sympathy for him if he wasn't stubborn. They'll
hope something happens to let the younger brother get away and go to
college; they might even hope that Pete loses the farm despite his best ef-
forts, knowing that everybody's life will be better without the farm. But
they won't want Pete to break his word, and if he finally does give in to
these pressures, they'll expect him to feel deep remorse.

Don't underestimate the importance of a promise in fiction. The
pledge, kept or broken, is one of the strongest motifs running through all
of the world's storytelling. It's one of the deadliest accusations you can lev-
el against an enemy: He doesn't keep his word. And if your main charac-
ter casually breaks a promise, it will leave such a sour taste in your reader's
mouth that you'll never fully win back the reader's sympathy.
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Cleverness
Notice that I don't use the word intelligence. That's because in our society
with its egalitarian ideals, any obvious display of intelligence or erudition
suggests elitism, snobbery, arrogance.

Yet we love a character who is clever enough to think of solutions to
knotty problems. Does this seem contradictory? It is contradictory. You
have to walk a fine line, making Nora very clever without ever letting her
be clever enough to notice how clever she is. Nora can have enormous self-
confidence—but she can never think of herself as superior to someone
else because she is smart and the other person is dumb. If she thinks of a
brilliant plan and it works, it surprises her more than anybody.

A perfect example of this is Harrison Ford's character in Raiders of
the Lost Ark and Indiana Jones and the Temple of Doom. Indiana Jones is a pro-
fessor of archaeology—but we never watch him being intellectually inci-
sive. The one time we see him in the classroom, lecturing, he is rather
bumbling and confused—distracted by a coed who has written a come-on
message on her eyelids.

Yet whenever things go wrong, Indiana Jones comes up with a bril-
liant—or dumb-lucky—solution. He's smart, but he isn't intelligent. The
audience loves a character who solves problems and knows exactly the
right facts when he needs them—but they don't like a character who
flaunts his superior knowledge or acts as if he knows how clever he is.

Endearing Imperfections: The Lovable Rogue
Now that we have a list of traits, actions, and attitudes that will persuade
your audience to love a character, here's the rub: If Pete is too perfect,
your audience will stop believing in him. We're back to that balancing act
between caring and belief.

The answer to this problem is to give Pete some endearing imperfec-
tions. While using most of the sympathy tool kit to make the audience like
him, deliberately give Pete some small, understandable foibles to make us
believe in him.

Again, a Harrison Ford character is a perfect example. In the Star
Wars movies, Han Solo keeps his word, comes to the rescue, is physically
attractive, brave, and clever, and has a great sense of humor—but he is
also boastful (Han Solo: "I think you just can't bear to let a gorgeous guy
like me out of your sight." Princess Leia: "I don't know where you get your
delusions, laser-brain." And later—Princess Leia: "I love you!" Han Solo:
"I know.") and all his plans seem to be motivated by greed and self-interest.
He also doesn't pay his bills.

The result? He's the best-liked character in one of the best-loved
movies of all time.

Hercule Poirot's little vanities; Nero Wolfe's obsessive-compulsive
behavior and his weight—a mere seventh of a ton; Sherlock Holmes's
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rudeness and his cocaine habit; Scarlett O'Hara's romantic delusions and
brutally pragmatic actions; Rhett Butler's shady past and mocking atti-
tude: All of these traits normally don't make us like people, but combined
with all the traits that do arouse sympathy, the flaws only make us love the
characters more.

CHARACTERS WE HATE
Getting your audience to hate a character is much easier than trying to win
their sympathy. Have a character do something wonderful, and it'll fade
in our memory if he fails to measure up. Have a character do something
loathesome, and we'll never forget.

Sadist or Bully
To make us dislike somebody, simply show her deliberately causing some-
one else to suffer in body or mind. If she enjoys causing the pain, we'll
hate her all the more. Remember the sadistic villain in William Goldman's
Marathon Man, using a dentist's drill, without anesthetic, to torture the he-
ro into telling information that he didn't have. Remember Elizabeth Bar-
rett's father in The Barretts of Wimpole Street, whose whimsical and arbitrary
commands made him impossible to please, so that everyone around him
was constantly tortured by guilt or terrified of punishment. Remember
the queen alien in Aliens, who did not kill her human victims, but instead
kept them alive, cocooned and in hideous agony, so that her young could
feed on them when they hatched. Remember Nurse Ratched in One Flew
Over the Cuckoo's Nest, who kept up a cheerful, perky demeanor while de-
liberately subjecting her patients to degradation, making them less and
less human. We hardly knew anything about these characters beyond
their hunger for other people's suffering—yet it made each of them the
most memorable character in the story. They became the embodiment of
pure evil.

Predictably enough, the very power of this tool guarantees that it will
be overused. How many times have you seen this scene: Good guy Pete is
completely in villain Nora's power—only instead of taking a .357 Mag-
num and blowing him away, Nora spends ten minutes smearing him with
flammable jelly, pouring gasoline over his head, and strapping butane
lighters to his body—talking all the time about how she'll love watching
him go off like a roman candle. At the end of those ten minutes, when the
audience is so on edge they're starting to say, "So light the match already!"
the police arrive in the nick of time and save Pete. If Nora hadn't been
such a sadist, Pete would have been toast.

The James Bond movies made this cliche into an art form. Bond is
forever getting captured, but instead of killing him, the bad guys always
put him in a situation that will lead to certain death—and then walk away.
Whereupon Bond cleverly escapes and lives to fight another day. Never
mind that the sadistic villain has been overused and misused. You just
have to be careful to make your villain's sadism believable.
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It helps to keep in mind that the root of sadism is not the love of
pain it is the love of power, the sense of control over someone else's
body, someone else's life. Thus it doesn't have to be physical torture. The
effect is the same whenever one character forces his victim to recognize
that the victim has no control over her own life. Nurse Ratched in Cuckoo's
Nest and Mr. Barrett in Wimpole Street never resorted to physical torture; it
made their sadism all the more horrible—and believable. They were bul-
lies; they used their power to torment the little guy. That's the worst thing
a character can do in fiction—the unpardonable sin.

Assassin or Avenger?
By comparison, mere murder is nowhere near as powerful in making the
audience dislike a character. Where bullying can never be justified
enough to make the sadist sympathetic, murder and other crimes can.
They are not surefire devices for creating antipathy. For instance, a char-
acter who is trying to assassinate Hitler or Stalin or Idi Amin is likely to
have our sympathy right from the start—if the intended victim is made
evil enough, the would-be assassin becomes a hero. The audience is never
fully comfortable with the idea of cold, calculated murder—but the assas-
sin can still be a hero.

When The Godfather first played in American theaters, the scenes of
murder at the end of the movie brought cheers and applause from the au-
dience. Why? Because every victim of Michael Corleone's hit men had
earned our hatred by betraying a trust or by making a cynical, cowardly at-
tack on a character we liked. But The Godfather: Part II carefully did just
the opposite—it showed that the Corleones used murder, not for the sake
of justice, but to increase their own power. When Michael orders the mur-
der of his own brother, a weak, pathetic figure, we understand why, but it's
still a monstrous act.

A rule of thumb: Murder and other crimes will only make a charac-
ter into a villain if he commits the crime for selfish reasons, and if the
crime harms people who don't deserve to be hurt. But if your character is
committing a crime in order to save others from suffering, or if the victim
of the crime richly deserves to suffer or die, then the crime will actually
make your character sympathetic. In the classic caper movie The Sting, the
characters played by Paul Newman and Robert Redford perpetrate an
elaborate hoax in order to bilk the villain, played by Robert Shaw, out of a
large amount of money. The motive for the con, however, was not the
money—it was vengeance for the villain's casual murder of a friend of
theirs. Shaw, on the other hand, was drawn into the con by his greed and
by his desire to bring other people under his control.

The villain's crimes made us hate him. The heroes' crimes made us
love them. Redford and Newman played crooks—but in this con their mo-
tives were unselfish, and compared to Shaw's character, they were saints.
Motive makes all the difference in assigning a character's relative place
within the moral spectrum a given work of fiction shows to be possible. A
con man is an honest man, compared to a cold-blooded killer.
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Self-serving, Self-appointed
One of the nastiest things you can say about another person is that she is
self-appointed. "I don't know why we need to pay any attention to self-
appointed experts like Nora," says Pete—and unless Nora can show that
she was in fact appointed by someone else, she has lost much of her credi-
bility.

It's a strange thing about human nature, but we simultaneously dis-
dain people who are dull and unambitious—and resent people who try to
push their way up to a higher level. The younger brother trying to tag
along when his older brother is out with his friends; the lower level co-
worker trying to tell you how to do your job; the buttinsky neighbor trying
to give you advice on saving your marriage—don't these people know
when they're not wanted?

So strong is our aversion to people trying to put themselves in a posi-
tion where they weren't invited that it can overcome a great deal of sympa-
thy. In The Member of the Wedding, Carson McCullers spends the bulk of
the novel building up our sympathy for her main character, a lonely
young girl who doesn't know where she belongs. This girl, Frankie, has
come to believe in the delusion that she will be part of her older brother's
wedding—that he and his new bride will welcome her along in their new
life. "They are the 'we' of me," she says. Yet despite all our affection for
Frankie, when she climbs into the back of the honeymoon car, we don't for
a moment expect or even want the newly weds to take her along. We grieve
for Frankie, we ache for her disappointment, but we have no sympathy
for her effort to include herself where she wasn't invited.

This is especially true with characters who try to take a high position
they don't belong in. Usurpers get no sympathy in fiction. Shakespeare
knew this: The audience would never have sympathized with the charac-
ter Macbeth if he had simply appointed himself king and killed the
present king out of pure ambition. Instead, Shakespeare went to elabo-
rate lengths to show that Macbeth did not appoint himself. It was the three
witches who first prophesied that he would be king; Macbeth did not take
them seriously until the first part of their prophecy came true. Even then,
he would have taken no action had his wife not urged him on to murder.
Macbeth was a usurper, yes, but he did not appoint himself. That he was
appointed by evil forces—the witches and his soon-to-be-mad wife—
makes the audience agree that he must be deposed, but the fact that he
was not self-appointed allows us to have some sympathy for him after all.

But by and large, a person who claims a position that he was not ap-
pointed to by an authority outside himself has utterly lost our sympathy.
Former Secretary of State Alexander Haig was never able to live down
that moment when, with President Reagan in surgery to remove a would-
be assassin's bullet, Haig announced, "I'm in control here." He explained
a thousand times that he meant only to inspire public confidence that the
central government was not in disarray—but he could never overcome
people's perception that he had tried to exercise power that simply did not
belong to him.

A fictional example comes at the conclusion of the play Inherit the
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Wind, by Jerome Lawrence and Robert E. Lee. Matthew Harrison Brady is
completely discredited by the fact that he has appointed himself as attor-
ney for the prosecution and as an expert on the Bible. His final collapse be-
gins with his admission of the ultimate hubris. "God tells me to oppose the
evil teachings of that man," he says, thereby confessing that he imagines
that his words are God's words. It leads to his opponent, Henry Drum-
mond, ridiculing him unmercifully. "The gospel according to Brady!"
cries Drummond, and he bows down before his opponent in mockery,
crying, "Brady, Brady, Brady almighty!" Ordinarily, Drummond's bully-
ing of Brady would have lost Drummond all audience sympathy—but
Brady's usurpation of authority is so audacious that Drummond's ridicule
is not seen as bullying at all. It is the restoration of the just order of
things—exposing Brady and bringing him down from the high position
to which he appointed himself.

How long does our resentment of or annoyance with a self-
appointed interloper last? Until he wins an invitation. Even after Pete has
made us dislike him by forcing himself into a place where he wasn't want-
ed, our antipathy isn't permanent. If he later proves that he deserves his
new place, if he earns the respect of others, then he ceases to be an inter-
loper. He belongs. This is, in fact, the subject of countless stories—proba-
bly because at some time in our lives practically all of us have felt like inter-
lopers, and we long for reassurance that we will eventually win acceptance
in that new situation. The only thing that can save an interloper is vindica-
tion—but then he isn't an interloper at all.

Oathbreaker
Nora grimly agrees to Pete's harsh terms. "All right," she says. "If you
promise not to tell anyone about my involvement with Hiram Doakes, I'll
tell you where he gets his funding. But my name can't come into it—it'll
ruin my father's business and destroy my marriage."

"You have my word," says Pete. "I won't let this touch you at all."
Nora tells all, and leaves. Pete immediately picks up the phone and

has his secretary place a call to the editor of the Tribune. "I've got the goods
on Hiram Doakes," he says. "If you want the story, you've got it. My
source? His lover for the past three years. Nora Simms. N-O-R-A,
S-I-M-M-S. Her father owns Simms Construction. Of course you can use
her name—just don't tell anybody you got it from me."

From that moment on, the audience knows that Pete is slime. When
a character breaks a promise or betrays a trust, the audience takes that be-
trayal personally—Pete has achieved villain status, and readers will be
longing for his downfall.

Intellect
It's no accident that so many bad guys speak in very formal, precise lan-
guage.

"Look, buddy, you can't get away with this," says the hero.
"Do you think not?" says the villain, raising an eyebrow. "Do you fan-
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cy you can terrify me with your absurd threats?"
"There's too many people already on to you," says the hero.
"Do you mean the police? Those pathetic bumblers?"
It isn't just the villain's vanity that makes us dislike him. It's the fact

that he talks in an educated manner, using big words. You can almost hear
him dropping r's as he speaks. No doubt he attended Harvard—if not
Oxford.

This isn't true in every culture, but certainly the American audience
resents any character who is smarter and better educated than other peo-
ple. Robert Parker can only get away with having his detective, Spenser,
quote poetry because he works so hard to establish Spenser as a tough guy.
For every line of poetry, Spenser has to work out half an hour in the gym
to win our forgiveness for his erudition. We're afraid of and resentful of
people who know more than we do, and when they act as if they think it
makes them superior to us, we hate them.

Insanity
We are terrified of people who don't live in the same reality we do, who
don't have the same definition of rational behavior. You can't talk to
them, you can't reason with them; there is no common ground. However
much mental health professionals might deplore it, the fact is that when
the public is convinced someone is dangerously insane, all considerations
go out the window except one: stopping this crazy person. Unless the
storyteller works very hard to win sympathy for the insane character, the
audience has no qualms about seeing him brutally subdued or killed. The
world isn't safe as long as the madman has any chance of escaping. And if,
like Charles Manson and his "family" or Adolf Hitler and the Nazi party,
the madman has succeeded in convincing others that his version of reality
is the truth, the audience's fear and loathing is all the greater.

In film and on stage, insanity is easy to depict—a wide-eyed stare or
darting eyes, nervous tics. But the best actors don't resort to such easy
tricks, and neither do the best writers. It is far more effective to convince
the audience that a character is insane by letting us see her strange percep-
tions of reality—her paranoia or delusions.

"Do you think I don't know what you're doing?" asked Nora softly. "I
know why you brought me here."

"Yeah," said Pete, a little confused. "I brought you here for dinner."
"You just want to impress all your friends," she said. "You just want them

to see me with you. But it won't work. I'm in disguise. That's why I wore this red
scarf. Nobody ever recognizes me when I wear this red scarf." She leaned for-
ward and whispered a secret. "I took it from my mother's coffin before they
buried her."

Oh good, thought Pete. Not only is this the most expensive blind date
I've ever gone on, not only did Steve and Gracie back out at the last minute so I
had to go alone, but also this Nora turns out to be crazy. If she isn't at least OK
in bed, Steve will not live to see another day.

"Don't eat any of the shrimp sauce," Nora said. "It's poisoned."

There is no chance that the audience will be hoping for Pete and Nora to
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end up with a long-term relationship. They will have no sympathy for
Nora's character—unless the author goes to extraordinary lengths to
make her sympathetic, either by showing the cause of her insanity or by
convincing us, somehow, that she isn't insane at all.

This is what was done in the brilliant film A Woman Under the Influ-
ence. The main character has just returned from a mental hospital, and
her family treats her very gingerly; neither she nor they are fully con-
vinced that she is cured. But as the film goes on, we gradually realize that
while it was the main character who attempted suicide, she isn't crazy—it's
her husband who's truly evil and insane, even though nobody else realizes
it, and he makes her life so unbearable that suicide seems like the only pos-
sible escape. She is saved from her husband's pathological rage only by the
heroic efforts of her little children. By the end of the film our sympathy
with the woman is complete—but by then we also don't think of her as an
insane person. It's her husband who's insane, and true to the rule, our
only feeling for him then is loathing and fear.

The only time insanity can work for a character is when it's kept with-
in safe bounds—minor eccentricities that can even be rather charming.
And even then, an insane character is almost never viable as the main
character in the story. The audience is rarely comfortable enough with in-
sane characters to want to spend any length of time with them.

Attitude
The bad guy's attitude toward himself and others is the mirror image of
the good guy's. To make us dislike Pete, make him humorless, completely
unable to laugh at himself. When things go wrong, have him whine and
complain and blame everyone but himself. When things go right, have
him take all the credit and boast about his accomplishment. Make sure
Pete never shows regard for other people's feelings, judges people with-
out listening to their explanations, and never trusts or believes anybody.
Pete always treats rich and influential people better than he treats the
poor and powerless, and he has no qualms about being a flaming hypo-
crite. In short, he treats other people as if they exist only to serve his pur-
poses. You can be sure the audience will detest him.

Redeeming Virtues: The Understandable Villain
While readers will eventually get sick of a hero who's too good to be true,
they almost never refuse to believe in a villain. Unless you deliberately
make the villain comic, there is almost no limit to the audience's willing-
ness to hate and fear—the seemingly endless series of Friday the 13th se-
quels makes that plain enough.

That doesn't mean, however, that you should create completely evil
villains. While many stories—perhaps most—draw clear distinctions be-
tween good guys and bad guys, there are also quite a few stories that don't.

At the beginning of this chapter I mentioned my fondness for stories
in which all the characters are at least somewhat sympathetic, so that the
audience is never given a clear list of people to love and people to hate.
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Even if you don't go that far, however, you can still improve your story by
making sure that your negative characters are as honestly depicted as
your heroes.

What you must remember is that everybody is the hero of his own
story. Even if a character is completely evil, he will no doubt have his own
internal story that depicts him as noble. Perhaps he fancies himself a bene-
factor, an altruist. Perhaps he feels that his innate superiority gives him
the right to exploit other people the way people exploit lower animals.
Perhaps he feels that ill treatment he has suffered in the past justifies any
harm he causes now. Perhaps he believes that everybody acts the way he
acts—they just pretend to be nice. The bad guy doesn't necessarily believe
his own version of events—or at least not all the time—but one way or an-
other, the bad guy has found a way to justify his actions to himself, and if
you're going to depict him honestly, you have to let your readers know his
version of events.

You can soften your "bad guys" even further by partially justifying
their actions. Just as you can make a hero more believable by giving him
endearing imperfections, you can make a villain more believable by giving
her compensating virtues. Show that there is someone she loves or re-
spects; show that she does keep some promises; show that she really was
deeply wronged at some time, so that her hate and rage is partially justi-
fied. You may never actually persuade your readers to like her, but you
can win their respect. In fact, by giving your villain some ennobling quali-
ties you actually make her a worthier opponent for your hero.

What you can't do, however, is make a sadist or a bully or a madman
or a usurper into a completely sympathetic character. Any story that
seems to do so always does it by showing the reader, at some point in the
narrative, that in fact the character is not a sadist or a bully or a madman or
a usurper, that when you thought he was, it was an illusion or a mispercep-
tion; he was only pretending to be a bully in order to accomplish some no-
ble purpose; he was under the influence of drugs or hypnosis and so it
wasn't really "himself" doing all those bad things; his children were being
held hostage and the person he killed with his package bomb really de-
served to die anyway; his actions were fully justified if only people knew
the true story; he really was the rightful heir to the throne and not a
usurper at all; and so on.

The storyteller's strongest tools for provoking the readers' antipathy
cannot be overwhelmed by the tools for arousing sympathy. As long as
they remain true within the story—as long as you don't deny that Nora did
the terrible things you showed her doing, as long as you don't deny that
the things she did were terrible, and as long as you show that Nora is still
the same person who did those bad things—then the audience will never
be on Nora's side. The most you can do is soften their hatred for her, show
that she is more to be pitied than to be hated or feared. Even if the readers
come to feel great pity for Nora, at no point will they want her to emerge
victorious.

Nobody wants Oedipus to stay married to his mother. Nobody is
rooting for Macbeth to win.



CHAPTER 9

THE HERO AND THE
COMMON MAN

WHEN THE ANCIENT GREEKS AND ROMANS told a serious story, the charac-
ters were kings and queens, great warriors and heroes, the sort of people
who expected to receive visitations from the gods—heck, the gods were
often their aunts and cousins anyway. But when the Greeks and Romans
set out to tell a story about common, everyday people, the result was com-
edy, in which the characters were lewd and foolish and corrupt.

It was long believed that great poetry could never be written about
low characters—magnificent art demanded magnificent subject matter.
The rules have changed since then. The invention of the novel—with
such landmarks in English as Pamela, Tom Jones, Robinson Crusoe, and Tris-
tram Shandy—proved that wonderful stories could take common people
seriously.

Oddly enough, however, storytelling keeps drifting toward extraor-
dinary heroes, so that the common people have to be rediscovered every
few decades or so. Noted critic Northrop Frye examined this pattern and
came up with the idea that our preference in fictional heroes swings back
and forth like a pendulum. Frye used the words Realistic and Romantic in a
special way, as the two ends of a descriptive spectrum. Romantic, in this
context, doesn't have anything to do with whether or not a character is in
love. At first heroes become more and more Romantic (idealized, extraor-
dinary, exotic, magnificent) until finally they become so overblown and so
cliched that we cease to believe in or care about them. In reaction, the pen-
dulum swings back the other way, and our fictional heroes become Realis-
tic—common, plain people, living lives that are well within the experience
of the readers. However, these Realistic heroes quickly become boring,
because people who live lives no different from our own are not terribly
interesting to read about—or to write about. So storytellers almost imme-
diately begin making their heroes just a little out of the ordinary, so that
readers will again be fascinated—until the Romantic hero is in the saddle
again.

In creating characters, we don't have to worry about pendulums.
What concerns us is that our main characters must be at once believable
and interesting—simultaneously Realistic and Romantic. Each of us, how-
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ever, finds a different balance between the two. How extraordinary or ex-
otic or "elevated" do characters need to be for you to want to read or write
about them? How much detail, how much commonness, how much famil-
iarity must characters have before you believe in them? Your answer will
be different from mine and from every other writer's; your audience will
consist of readers who agree with your answer.

Look at the fiction market today, and you'll see what I mean. Do you
want Romantic characters? Thrillers deal with people who are on the cut-
ting edge of power in the world—spies, diplomats, heads of state—and
their lives are never ordinary; even shopping for groceries, they have to
watch out for the enemy. Historical romances deal with characters in exot-
ic times and places, and usually people of high station in an era when class
distinctions meant all the difference in the world. Glitter romances deal
with the very rich, jetting between assignations in Rio, Paris, and Singa-
pore. Mysteries offer us the detective as avenging angel, tracking down
the guilty despite their best efforts to escape retribution. Fantasy, the true
heir of the great Romantic tradition, still shows us kings and queens wield-
ing the power of magic. Science fiction takes us to worlds that have never
been, to show us new kinds of magic, new kinds of nobility, new kinds of
humanity.

Yet every single one of these genres includes stories that rebel
against Romantic excess, that insist on realism. John LeCarre's spy thrill-
ers achieved great note in large part because his characters were not Ro-
mantic, James Bond-like heroes, but instead ordinary people who got
sick, confused, tired, old; people who made mistakes and had to bear the
consequences. Yet is George Smiley really ordinary? Of course not. He is
only one of the "common people" by comparison with the extravagance
that went before. We still look at George Smiley with admiration and awe;
we still expect him to achieve great things. He still moves through an exot-
ic world. He is still a true Hero, no matter how much shine has been taken
off his armor.

The same pattern can be found among mystery novels. John Morti-
mer's wonderful hero Rumpole is an English barrister who will never
achieve recognition, who isn't terribly successful and loses a lot of cases,
and who certainly isn't rich. His home life is deplorable, as he endures a
testy relationship with his shrewish wife whom he calls "She-who-must-be-
obeyed." His very ordinariness is endearing—we read of him and feel that
he is One Of Us. Yet Rumpole is really not ordinary at all, or we wouldn't
like reading about him. After the realism has won our belief, we still see
him solving cases through remarkable persistence and clever insights, and
we come to believe that in fact he deserves great recognition and a place on
the bench. Others may think he's ordinary, but we know he's a truly re-
markable, admirable man. The same pattern is followed by other "ordi-
nary" mystery heroes—Ruth Rendell's Inspector Wexford, Robert
Parker's Spenser, and of course all the heroes of the American hard-
boiled detective tradition.

Just when the fantasy genre seemed likely to lose its last connection
with reality, Stephen R. Donaldson made a bitter-hearted leper named
Thomas Covenant the reluctant hero of his stories; more recently, Megan
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Lindholm's Wizard of the Pigeons found magic in a Vietnam veteran living
among the street people of Seattle. A large part of Stephen King's appeal
as a writer of horror, fantasy, and science fiction has been his insistence on
using heroes from the American middle class, living in the familiar world
of fast food, shopping malls, and television. Yet even as we recognize peo-
ple and details from the real life around us, all these stories would have
been pointless had their heroes not been extraordinary in one way or an-
other, though their uniqueness was hidden even from themselves.

As I pointed out in Chapter 8, readers tend to like a character who is
at least superficially like themselves. But they quickly lose interest unless
this particular character is somehow out of the ordinary. The character
may wear the mask of the common man, but underneath his true face
must always be the face of the hero.

Why? Because we don't read stories to duplicate real life. In our own
diaries and journals we tend to write down only what was out of the ordi-
nary, skipping the dull parts of the day. Why should we read the dull parts
in the life of a made-up character?

We read stories to get experiences we've never known firsthand, or
to gain a clearer understanding of experiences we have had. In the proc-
ess, we follow one or more characters the way we follow our "self" in our
dreams; we assimilate the story as if what happened to the main characters
had happened to us. We identify with heroes. As they move through the
story, what happens to them happens to us.

In comedy, heroes go through all the terrible things that we fear or
face in our own lives—but they teach us to look at disaster with enough
distance that we can laugh at it. In non-comic fiction, the hero shows us
what matters, what has value, what has meaning among the random and
meaningless events of life. In all stories, the hero is our teacher-by-
example, and if we are to be that hero's disciple for the duration of the
tale, we must have awe: We must know that the hero has some insight,
some knowledge that we ourselves do not understand, some value or pow-
er that we do not yet have.

This is true even in that great bastion of extreme realism, the aca-
demic/literary genre (those who refer to their genre as "serious litera-
ture"—as if the rest of us are just kidding). One reason why the
academic/literary genre usually reaches such a small fragment of the
reading public is because in their pursuit of seriousness, they have beaten
down the Romantic impulse wherever it rears its head. But the Romantic
impulse is still there. Even in the endless stories about college professors
or advertising writers or housewives entering midlife crises and trying to
make sense of their senseless lives, the heroes always seem to face some
uncommon problems, always seem to be extraordinarily contemplative
and perceptive, always seem to reach a moment of epiphany in which they
pass along a key insight to the reader. Despite their seeming ordinariness,
these heroes always turn out to be extraordinary, once we truly under-
stand them.

Arthur Miller may have meant Willy Loman to be a non-heroic hero
in Death of a Salesman—he was named "low man" to make sure we got the
point—but by the end Miller has shown us that Loman dreamed of great-
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ness for himself and his children and his failure to achieve it destroyed
him. The fact that Loman reached such a point of despair that he killed
himself moves him out of the ordinary—but what really makes Loman a
figure of awe is that he expected himself and his sons to be great, that he
measured himself against such high standards that, by trying to meet
them, he became exactly the Romantic hero that Arthur Miller was trying
to avoid. He was one of the knights of the round table who failed to find
the Holy Grail—but he was nobly searching for it nonetheless.

The writers in the Realistic tradition—for instance, Updike, Bellow,
and Fowles—still give their characters heroic proportion; only it's more
restrained, used less boldly, better disguised. By the end of Bellow's novel
Humboldt's Gift, Humboldt is definitely bigger than life; he is, in his own
way, as romantically "enlarged" as Captain Blood or Rhett Butler. The
difference is that Captain Blood was involved in jeopardy on page one
and bigger than life by page thirty, while Humboldt didn't really become
recognizably heroic in size until near the end of the book.

Without giving the audience some reason to feel awe toward the he-
ro, there would be no story. Eliminate the usual sources of awe, the usual
ways of making a character larger than life, and the storyteller will either
find another or lose interest in the tale.

More recently, many academic/literary writers have striven to avoid
"naive identification" by creating "aesthetic distance"—but these writers
have merely replaced the character-hero with the author-as-hero, so that
the admiration that used to be directed toward a character is now directed
toward the artist who created the exquisite, extraordinary text.

If there is no awe, there is no audience. In every successful story—
every story that is loved and admired by at least one reader who is not a
close friend or blood relative of the author—the author has created char-
acters who somehow inspire enough admiration, respect, or awe that
readers are willing to identify with them, to become their disciples for the
duration of the tale.

I'm not for a moment advocating that you artificially juice up your
characters to make them more Romantic. That's no more likely to result in
good characterization than overwhelming your heroes with humdrum
details. You'll do much better if you trust your own instincts to choose the
balance between Romance and Realism that's right for you and for your
natural audience.

What you need is not a specific recipe but rather a general aware-
ness: It's vital that along with making Nora seem exciting and wonderful,
you also help your readers understand and believe in her, so they can con-
nect her with their own lives. Along with making Pete seem understand-
able and believable, you should also show your readers why he is impor-
tant enough and admirable enough to deserve a place in their memories,
to be a worthy exemplar of the meanings of life.

Often when you find yourself blocked—when you can't bring your-
self to start or continue a story—the reason is that you have forgotten or
have not yet discovered what is extraordinary about your main character.
Go back over your notes, over the part of the story you've already told,
and ask yourself: What's so special about this woman that people should



The Hero and the Common Man 97

hear the story of her life? Or, more to the point, ask yourself: Why does
her story matter to me?

You've got a story going. Pete's just an ordinary twenty-three-year-
old man, just finishing college after a three-year stint in the army. Degree
in business administration with good-enough but not spectacular grades,
a few failed romances just like everybody else's failed romances. He's
hired by a major corporation and put in charge of a department. After a
year on the job, others are getting promoted—but not him. He just isn't
doing all that good a job. He keeps getting distracted.

Then you don't know what to do. You sit down to write, and what
you say doesn't seem to make any difference, it's all lousy. You're blocked.
So you take a look at Pete's character. There's no reason to notice him,
nothing obviously special about him. You realize that until you find—or
invent—something extraordinary about him, you've got no story.

So you look for what it is that makes him not just different, but better
or more admirable than the others. Why isn't he succeeding? What is it
about the others that gets them promoted? You search through what
you've written so far and you haven't answered that question. You did a
great job of making him ordinary and common. But there is something
different about him: He isn't getting promoted on the normal track.
Why?

It's not that he's unambitious—he read Iacocca just like everybody
else in the M.B.A. program, and he dreams of seven-figure salaries and
million-dollar bonuses, of heading a company with a budget larger than
Brazil's. So maybe his "lack" is that he can't bring himself to have the atti-
tude toward his underlings that most other managers in his company
seem to have. He doesn't regard them as machines that must run at maxi-
mum efficiency or be replaced; he can't bring himself to judge their worth
according to the bottom line. Pete just can't stop caring about them as hu-
man beings.

If this is what makes Pete special, how does that affect your story?
You've already got a character, an office manager named Nora. In the
present draft you had Pete try to joke with her, but she took it as flirting
and shut him down fast with a nasty little speech about sexual harassment.
You never meant that relationship to go anywhere—you were just using
Nora as a minor character to show Pete making an ordinary dumb mis-
take. But now that you have keyed in on Pete's extraordinary tendency to
care about people even when it's bad for his company and his career, why
not use Nora to develop that trait? Pete has good reason to think she's a
jerk—if he could fire anybody, he could surely fire her, right?

So when Nora starts having problems, the solution is obvious: Get
rid of her. She's inattentive. She makes mistakes. She isn't assigning work
to her staff—one of her typists has even gone around asking for work be-
cause Nora hasn't assigned her anything in a week. Some of your other
people are beginning to complain that Nora's office is slow in returning
paperwork. Nora has been snapping at anyone who dares to ask about late
or missing work, and morale in her office is awful.

But Pete can't just fire her. For one thing, he's afraid that she'll think
he's firing her because she rejected his "sexual advances," even though he
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didn't think his joking had any sexual overtones. For another thing, she
used to do terrific work—something must be wrong. So he calls her in and
finds out that Nora is having a terrible time with her six-year-old in school
and her three-year-old's day-care situation is awful; her ex-husband is try-
ing to get custody, and the school and day-care problems play right into
his hands. In other words, her life's a mess—and the very worst thing that
could happen right now is to lose her job.

He talks about Nora to a friend from school who has a managerial
job in the same city. The friend tells him to fire her—she isn't doing the
work, and Pete doesn't have the right to turn the company into a charita-
ble organization for people with screwed-up lives. He was hired as a man-
ager, not a clergyman. But Pete can't bring himself to fire her. Instead he
works late, going over Nora's workload and finding ways to redistribute it,
to take up the slack—in essence, he ends up doing her job.

If this were a love story, you'd develop a romance between Pete and
Nora. But that idea bores you. So you have Nora react nastily to Pete's "in-
trusions" into her office domain, not realizing that he's saving her bacon;
she even complains about Pete to the people above him. He can't even tell
them what he's doing—they'd be appalled if they knew he had done her
job for her instead of staying in the role of a manager. After five months
of Nora sniping at Pete while he covers for her, she finally gets her kids'
problems straightened out, her husband off her back, and her life back in
gear. Naturally, Pete reassigns to Nora all the work he had removed from
her during her hard times. Nora, however, is outraged at a sudden dou-
bling of her workload with no commensurate rise in salary. She quits—af-
ter writing nasty letters complaining about Pete to the people over him.

Maybe that's the end of your story; maybe it's just one incident along
the way, with other plot threads weaving through the story. What matters
is that it establishes that, while Pete is definitely a common man, there is
also something uncommon about him—even heroic. He is able to empa-
thize even with people who aren't nice to him. He is, in fact, a noble figure.

Sure, he gets so furious at Nora that he writes out her dismissal no-
tice a half-dozen times before she finally quits. When she's gone, after do-
ing real damage to his career when his only "crime" was helping hold her
life together, he vows that he'll never be such a sucker again. These are all
common, natural, ordinary reactions. But the audience knows that when
it comes right down to it, Pete will do it again, over and over. He won't
have a Lee lacocca career—but the audience is in awe of him for a virtue
he doesn't even value himself.

Searching for the extraordinary in your characters can help you
write your story. More important, though, it will help your readers find
what they're looking for in fiction. You won't please everybody. Some
readers will reject your story because your hero isn't heroic enough for
them to bother with; others because you made him too heroic for them to
believe. That will always happen, and there's nothing you can do about it.

What you can do is search for what is "larger than life" in your char-
acters and then make sure that your story reveals their nobility, their
grandeur, however subtle and well-disguised it may be amid realistic and
common details.



CHAPTER 10

THE COMIC
CHARACTER:
CONTROLLED

DISBELIEF
LAST NIGHT I WATCHED REX REED'S REVIEW of Rob Reiner's film The Prin-
cess Bride. I usually disagree with everything Reed says, which is half the
fun of watching him. One comment he made in this review was worth re-
membering. He said that Reiner's idea of creating a comic character was
to give him a funny accent—and for Reed, that just wasn't enough. A wiz-
ard who talks like a New York Jew? Who can believe that?

Reed was right in principle. Using the wrong accent can destroy the
believability of a character. I think immediately of the movie Tess, in which
an otherwise powerful performance by Nastassia Kinski was deeply
marred by an accent that made it impossible for me to believe her as a
Wessex girl. In other films her accent hasn't been a problem, but Tess was
an adaptation from Hardy's Tess of the d'Urbervilles, and in Hardy's works
the Wessex milieu is so important that to be false to it is to be false to the
story. To me it was a serious flaw in a movie that reached for greatness.

If Kinski's accent had been right for Wessex, I would not have no-
ticed her speech at all. Because her accent was wrong, it weakened my be-
lief and marred the movie. But in The Princess Bride, I thought Miracle
Max's New York Jewish accent, dead wrong for the Romantic medieval
milieu, was wonderfully funny.

What's the difference?
Comic characters cannot be believable in the same way that other

characters are. They can't be unbelievable, either. But comedy almost al-
ways deals with pain, and comic characters almost always suffer. If we be-
lieved in them with the same intensity we bring to straight characters,
their pain would be unbearable. Instead, the author gives the audience
clues that the character is not to be taken seriously. Something is made de-
liberately "wrong" about the character, so that we know we aren't sup-
posed to react with sympathy. Instead we're supposed to laugh.

That's what Miracle Max's accent helps to do. There's no way he
could have a New York Jewish accent. We instantly recognize that he's
wrong, out of place in the story. Yet he is exactly what we need: The hero
of the story has just been killed, and we're hungry for relief. Max lifts up
the hero's arm, lets it drop limply to the table, and says, in his impossible
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accent, "I've seen worse." We laugh because of the wrongness of his re-
sponse.

At the same time, because this is a Romance, we hope that Miracle
Max's name is for real. We want him to be able to resurrect the hero. Max's
magical powers are not a joke—they are important, and within the context
of the story, they are believable. Max's Jewish accent, being false, makes
him comic; his magical power makes him important.

The problem is that the audience still has to believe in and care about
comic characters. The goal of the comedy writer isn't doubt, but rather
controlled disbelief. Characters must be believable enough that the audi-
ence will say, "Yes! Isn't that the truth! Isn't that what always happens! I've
known people like that! That's exactly what always happens to me!" Yet
the same characters must be unbelievable enough that the audience
doesn't feel obliged to empathize with them. The characters must con-
stantly give the audience permission to laugh at their misfortunes.

That's why comedy is so much harder to write well than straight fic-
tion. The comedy writer always walks a delicate line between being too be-
lievable, and therefore not funny, and being too unbelievable, and there-
fore losing the audience's interest.

Remember that comic characters appear even in the most serious
works, and that even the most serious characters have comic moments.
And when you introduce a comic character into a story that must be utter-
ly believable, the fragile balance of controlled disbelief becomes even
more important.

Here are some of the devices we use to signal the audience that it's all
right to laugh:

DOING A "TAKE"

The simplest way of signaling comic unbelievability is to talk directly to the
audience. In non-comic fiction it has long been out of fashion to write pas-
sages directly to the "dear reader," and in non-comic film and television,
while we accept the convention of an occasional narrator who speaks to
the audience, we don't expect a character to do so. Comedy, however, con-
stantly breaks that convention. Woody Allen has his comic characters
speak to the audience in film after film, using both voice-over narration
and on-screen comments. On TV, Dobie Gillis spoke to the audience—but
only when he was alone on screen. In the action comedy Moonlighting, ev-
ery episode has at least one moment when one character reminds another
of the fact that they're on a television show with an audience watching
("Why are we stopping here?" "It's time for a commercial") For me, this
device is too heavy-handed—it has crossed the line so far that it makes it
hard for me to take the serious aspects of the show seriously; for many
other viewers, however, it's the highlight of the show.

You can have direct contact with the audience without actually
speaking to them. At one point in Beverly Hills Cop—an action movie that
depends on our taking pain and jeopardy very seriously at times—there is
a moment when Eddie Murphy is told something that strikes him as outra-
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geous, whereupon he turns and looks straight into the camera with no ex-
pression at all on his face. He holds that connection for a single beat, not
even a second, and then goes on. But the audience laughs in delight.
Murphy's momentary awareness of the camera is not enough to destroy
the audience's belief in the story, but it is a good comic signal not to take
everything too seriously.

This is called a "take," a straight-to-the-audience reaction. The late
comedian Jack Benny was the master of the take. Sometimes it seemed
like he could stretch a take forever, earning laugh after laugh without say-
ing a word. How did it work? Another character would say something out-
rageous, something that was either so dumb or so wrong or so rude that it
would take a thousand words to answer. But Benny said nothing at all. In-
stead, he folded his arms and looked at the audience—a long, lingering
look, with a disgusted expression on his face. Finally he turned back to
look at the person who said the outrageous thing—but still couldn't an-
swer. So again he would look at the audience. Sometimes, in despair, he
would say, "Well." The audience would roar with laughter again and
again during the take. I never saw it fail.

But Jack Benny was doing it in front of a live audience. How does a
fiction writer do a take? One way is to insert comments to the reader. Kurt
Vonnegut used to do it all the time. He'd pick a phrase like "so it goes" or
"hi ho" and interject it repeatedly after something awful happened in the
story. It provided exactly the same degree of controlled disbelief as Jack
Benny folding his arms and looking at the audience or Eddie Murphy do-
ing his deadpan take and then turning back to the action.

You can do it less flamboyantly than Vonnegut, of course. It can be
done with a fillip of attitude:

I yelled at the cat, kicked at it—finally it dropped the squirrel and took refuge
on the neighbor's porch. The baby squirrel just lay there, trembling, but it
didn't seem to be hurt. No blood, anyway, and as I reached down it took a few
steps, so nothing was broken. I picked it up and carried it back to the tree, feel-
ing like a hero for saving its life. Of course it bit my hand.

The paragraph ends with the narrator in pain. But the "of course" is a
take—the narrator is looking at the audience with a mixture of disgust
and resignation. You might as well give up on gratitude cause you ain't
gonna get it, says that of course. It's a way of putting some distance between
the audience and the pain.

We can do the same thing without a word.

I yelled at the cat, kicked at it—finally it dropped the squirrel and took refuge
on the neighbor's porch. The baby squirrel just lay there, trembling, but it
didn't seem to be hurt. No blood, anyway, and as I reached down it took a few
steps, so nothing was broken. I picked it up and carried it back to the tree, feel-
ing like a hero for saving its life.

It bit my hand.

The paragraph break emphasizes the next sentence, calls attention to it,
makes you pause just a beat to digest it. It's a take.
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EXAGGERATION

Let's continue the story:

... I picked it up and carried it back to the tree, feeling like a hero for saving its
life. It bit my hand.

I put a bandage on the wound, but it got infected anyway. When my
hand turned brown and got to the size of a boxing glove, I went to the doctor.
He injected a quart of penicillin into my backside even though we both agreed
that the problem was in my hand. As I left, he gave me several brochures about
various brands of artificial arm. "You might want to look these over and decide
which you like best," he said, "just in case you don't get lockjaw and die
hideously."

I promised him that next time I'd take animal bites more seriously. I also
made a firm resolution to look for every opportunity to feed baby squirrels to
cats.

It is true that leaving an animal bite untreated could lead to gangrene, tet-
anus, or even rabies. But as you read this passage, you didn't for a moment
believe that the narrator was really on the verge of losing his hand. Nor
did you believe that his hand was really the size of a boxing glove, or that
the narrator would actually catch baby squirrels and feed them to cats.
The remark about squirrels was an exaggeration of his chagrin at how his
kindness to animals turned out.

Note, though, that in this version the narrator does not do a take, or
give any other sign to the reader that he thinks this passage is funny. A vi-
tal principle of comic writing is not to laugh at your own humor—not to
give a sign that either the author or the characters are amused at their own
clever wit. It would have been deadly if the doctor's exaggerations, instead
of being delivered deadpan, had been reported like this:

"You might want to look these over and decide which you like best," he joked,
"just in case you don't get lockjaw and die hideously." He giggled insanely as I
left.

Now, I can't be sure that you thought the first version was particularly
amusing, but I do know that this version is considerably less funny. This
time the narrator tells us the doctor was joking, which spoils the fun of fig-
uring out that the narrator is exaggerating. And the line about giggling
insanely carries exaggeration too far. The writer is trying too hard, the
disbelief is out of control, and both the humor and the story are dead in
the water.

DOWNPLAYING

The reverse of exaggeration is for a character to downplay the impor-
tance of her problems. Imagine a comic character being held at knifepoint
by a vicious enemy—not usually a funny situation.

If your strategy were exaggeration, you could have the heroine im-
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mediately begin to plead for her life in a comically exaggerated way. She
would start to cry, fall to her knees, grovel, whine, and if you carry it just
far enough, the audience will laugh.

But you could also have her downplay her fear. She could plead for
her life with comic nonchalance: "I think we've got a little misunderstand-
ing here. I don't know how you ever got the impression that I didn't like
you. Actually I look up to you. I want to be just like you. Where did you
buy that great knife?"

That same exaggerated nonchalance, that comic coolness, can show
up in the narration.

His ex-wife left him with so little that when his apartment got burglarized it
took him an hour to notice it. He took a shower, fixed dinner, and read the pa-
per; only when he went to turn on the TV did he realize it was gone.

A mild exaggeration; a mild amount of humor. But now we'll make it first
person and exaggerate his nonchalant attitude a little more.

I got home, saw the drawers dumped out, the couch ripped open, all the books
off the shelves, and the TV missing. At first I figured my ex-wife had sent her
lawyers over for another round. I only realized it was burglars when I saw that
there wasn't a message in lipstick on the mirror. Usually she wrote things like

"Die, capitalist pig" or "Helter-Skelter."

Not for a moment do you believe that the narrator thought any such
thing. He's just being nonchalant about the burglary—and exaggerating
his ex-wife's behavior, too. We aren't expected to believe his nonchalance.
He is going through things that would make a normal person angry and
afraid; but by downplaying his response to them, the narrator makes it
amusing instead of infuriating.

ODDNESS

When eccentricity is taken to extremes it becomes less believable, eventu-
ally leading to farce or melodrama. Oddness is the prime tool of the comic
storyteller.

The use of a Jewish accent for Miracle Max is an example of simple
oddness. The misplacement of a stereotype makes us laugh, makes us take
all that the character does a bit less seriously. But stereotypes can only take
you so far.

The same thing is often done with the way a character dresses. Cos-
tume is a stereotype—a construction worker dresses a certain way, a ballet
dancer another. Putting a character in inappropriate dress can also make
us laugh. That's why we have seen so many comedies with men in drag.
Show a character wearing white socks with brown shoes and a blue suit,
and we know he's a geek. Shakespeare makes Malvolio in Twelfth Night ap-
pear on stage comically dressed and cross-gartered as the result of a prac-
tical joke, and we laugh. It makes him funny—but it doesn't make us care.
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Malvolio is made ridiculous by his absurd apparel; he is made important
by the reasons for his strange clothing. The clothing, by itself, would be a
trivial effect.

The trouble is that oddness is a tool you normally use for minor char-
acters. Oddness, by itself, can't make a character major. It can even dimin-
ish a character.

If you have a major comic character, you'll use all the Romantic and
Realistic techniques of characterization. So what makes him comic? It's a
matter of timing. Very early in our acquaintance with the character, be-
fore the other techniques have had a chance to win the audience's firm be-
lief, you undercut those other techniques by making the character just a
little too odd or extreme to believe completely.

It's hard to imagine a serious play that couldn't be turned into a farce
using this technique. King Lear could be hilarious with Bob Newhart in the
lead. Imagine John Candy as Macbeth or Howie Mandel as Oedipus. If
you recognize these comedians' names, you already know something
about their eccentricities—Bob Newhart's resentful meekness, John Can-
dy's cheerful but brutal insensitivity, Howie Mandel's manic indecision. If
you saw them in these plays, their eccentricity would assert itself long be-
fore the other techniques of characterization came into play. Picture these
moments:

Bob Newhart, looking slightly peeved and intoning, "Blow, winds!
Crack your cheeks!"

Howie Mandel nervously rejecting several brooches until he finds
just the right ones to jab out his eyes with.

John Candy's blustering confidence in himself as he tries to deal with
the witches, while Gilda Radner, as Lady Macbeth, pushes him out of their
room to go kill Duncan.

You would not believe any of these performers in the roles, not if they
used their comic personas. But it is precisely their controlled disbelief that
would make their performances hilariously funny.

Along these lines, it's worth pointing out that eccentricity, if carried
to extremes in a major character, eventually becomes the subject of the
comedy. Ben Jonson called it comedy of humors—comedy arising from a
character being completely dominated by only one desire or tempera-
ment. Misers, hypochondriacs, hypocrites, cowards have traits that all hu-
mans share to some degree. Exaggerate the trait enough, and the charac-
ters are unbelievable enough to be funny. Exaggerate the trait out of all
proportion, and they become either monstrous or utterly unbelievable.
Comedy of humors carries exaggeration right to the edge of unbelievabil-
ity or monstrosity. Your story can still be funny, but it also reduces your
ability to move your audience. The Three Stooges and the Marx Brothers
made people laugh, but they never really made people care.



CHAPTER 11

THE SERIOUS
CHARACTER:

MAKE US BELIEVE

DO YOU WANT YOUR READERS TO BELIEVE in your characters? The one
thing you can never do is appeal to the facts. In a news story you quote
sources; in history you cite documents. But in fiction you have no such re-
course—the single worst defense of an unbelievable event or character is
to say, "But that really happened once."

Fiction doesn't deal with what happened once. Fiction deals with
what happens. Your job is not to create characters who exactly match real-
ity. Your job is to create characters who seem real, who are plausible to the
audience.

This chapter presents the tools of realism, the techniques that will
earn your readers' trust. These methods won't make your story "truth-
ful"—the truth of your tale arises from your unconscious choices, from
your beliefs that are so ingrained that you may not even know you believe
them, because it doesn't occur to you that they might not be true. What
these tools provide is the illusion of truth.

Contradictory as that sounds, it's a vital part of storytelling. You
must provide your audience with details that seem familiar and appropri-
ate, so that they are constantly saying to themselves, "Yes, that's right,
that's true, that's just the way it would be, people do that." With each "yes"
the audience becomes more convinced that you are a storyteller who
knows something.

They let down their barriers of skepticism and let you lead them
through the world of your story, absorbing the people and events into
their memories, identifying with your heroes, making their stories a part
of themselves in a way that factual stories never can. Strike a false note,
and barriers go back up; your readers pull out of the story a little, each
time a little more, until you've lost them and your story has no more power
over them.

I could make this chapter very short by telling you in a single word
how to make your characters more believable: details. The more informa-
tion about a character, the more the audience will believe in him.

It isn't really that simple, though. You don't want just any details,
you want relevant, appropriate details. Nor do you want the details to stop
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the movement of the story any more than necessary. So the tools of real-
ism are designed to present details about a character appropriately and
effectively.

ELABORATION OF MOTIVE
The most important tool that will help your audience believe in your char-
acters is elaboration of motive. If you don't tell your audience what a char-
acter's motives are, the audience will assume the obvious motive: a simple,
single motive, a naked archetype or a cliche. To make characters more be-
lievable, more real, we give them more complex, even contradictory mo-
tives, and we justify them better.

In the heroic fantasy film Conan the Barbarian, young Conan's moth-
er is killed before his eyes. He spends the rest of the film searching for the
murderer. It isn't hard for the audience to grasp the idea that he's looking
for revenge.

Let's suppose that you wanted to start with the same situation, but
you wanted Conan to be a more believable human being. His relentless
obsession with revenge is not enough to sustain a realistic novel. The easi-
est step is to diversify—give him other motives, other interests, purposes,
and loyalties. There would be many times when he did not think of re-
venge.

A more daring step is to make him even more complex: He is search-
ing for the murderer, not to kill him, but to serve him. In Conan's mind
the man's cruelty has been transformed into justice—he killed my mother,
thinks Conan, because she was weak and small. I will be strong and large,
and he will find me worthy.

This kind of motivation is borderline pathological—but it is also
intriguing and believable, not at all the predictable revenge cliche.

Let's go back to Eddie Murphy's character in Beverly Hills Cop. Like
Conan, he is given the simplest of motives—revenge for the death of a
friend. Since it is an almost purely Romantic story, and a comic one at that,
no more realism is needed; the audience found his character believable
enough for the needs of the film.

But what if we wanted to make his character more real? We'd then
have to invent a richer set of motives. What if his murdered friend was
someone that Murphy had treated, not well, but badly, so that Murphy's
desire for revenge is prompted not just by love but also by guilt. And let's
say Murphy's tenacity in the case is not just because he's competitive and
doesn't like to lose, but also because he's afraid that he's not very good as a
cop, and if he doesn't succeed in this hard and dangerous case he won't be
able to believe in himself. Add to this a bit of arrogance—there are times
when he believes he can't fail, that he can't even die. And maybe he needs
to show off a little, too.

One of the advantages of prose fiction is that you can bring all of a
character's motives into the open. Because we can sometimes see into the
characters' minds, their thoughts and feelings, their plans and reactions,
we can also watch them shift from one motive to another. We can go one
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layer deeper, and discover motives that the characters don't even know
they have.

Since motive is the character's purpose or intent when he takes an ac-
tion, it is not something you can add to a character and then leave the rest
of the story unchanged. The pursuit of ever-deeper motives is not a trivial
game played on the surface of the story. Motive is at the story's heart. It is
the most potent form of causal connection. So every revision of motive is a
revision of the story.

Nora tells Pete that the man who was in her apartment was just a
salesman. Pete reacts by saying cruel, vicious things to her, breaking a
lamp, and storming out of her apartment. What does that scene mean?

At first glance, we might suppose Pete is insanely jealous. But what if
we then learn that Pete knows the man—knows that he is a drug dealer
and a former pimp? Now we understand that his rage doesn't come from
a desire to control Nora, but rather from real concern for her welfare.
Nora's lie is a silent witness to him that she is somehow involved with this
man—in one way or another.

After a while, Nora confesses to Pete that the man in her apartment
was her brother, but she hates him and doesn't want anyone she cares
about to know that he has any connection with her. Now Pete understands
her motive for lying. He's relieved.

Still later, the reader is shown a scene that makes it clear that the visi-
tor was not her brother at all—he has been Nora's husband for ten years,
and they have never been divorced. Now Nora's real motives are a mys-
tery again.

Each new revelation of a main character's motive is not a simple mat-
ter of adding more information—it revises all the information that has
gone before. Events that we thought meant one thing now mean another.
The present constantly revises the meaning of the past. Revelation of the
past constantly revises the meaning of the present. This is the primary de-
vice of detective fiction (and psychoanalysis), but all other genres use the
technique as well.

There is a cost. The discovery of motive always requires examination
of a character's thoughts, either through her dialogue with other charac-
ters, through direct telling of those thoughts, or by implication as new
facts are revealed. All these examinations of motive come at the expense
of action. A character who endlessly tries to understand her own motives
eventually becomes a bore.

ATTITUDE
One of the surest signs of an amateur story is when strange or important
events happen around the narrator or point-of-view character, and he
doesn't have an attitude toward them. Attitude is the other side of the coin
of causation. Motive tells why he acts as he does; attitude is the way he re-
acts to outside events.
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Packer talked serious business on the phone, but when he walked into the res-
taurant I knew it was all bluff. His suit was shiny and too small, too short in the
sleeves; his tie didn't come within six inches of his belt. I thought of asking him
the name of his tailor, but he might be smart enough to know he was being in-
sulted, and on the off chance he was an eccentric millionaire whose mother
never taught him how to dress, I decided to hold off provoking him until after
he paid for lunch.

This paragraph tells you something about Packer, of course—that he
dresses awkwardly. You see Packer through the narrator's eyes, and this
will always color your perception of him. The narrator feels contemp-
tuous; so will you.

At the same time, his attitude also tells you about the narrator. He
judges people by their clothing—whether they're worth taking seriously,
whether he even thinks they're smart. Furthermore, he decides to treat
this man civilly only because of a chance that he might actually have
money.

This can be a complicated game. Push the narrator's contempt for
Packer far enough, and we'll come to dislike the narrator and sympathize
with Packer. If that's what you want, then it's working. But if you want the
reader to like the narrator, you have to make sure his attitude doesn't get
too flippant, that he never descends into meanness.

Jacob was early for his appointment with Ryan's teacher; he stood by his car for
a minute, looking at the place where Ryan spent his days. The Guilford Middle
School looked bleak—long flat-roofed buildings of red brick, bare windows,
lots of gravel and concrete. An institution.

Going inside, Jacob hit his head on the door's low-hanging hinge assem-
bly, a nasty bump that made him stop and close his eyes for a moment. When
he opened them, it was as if the blow had made him color-blind. The corridor
looked black and white. No, black and grey—nothing was clean enough to be
called white. Bare fluorescent lights, blank walls interrupted only by doors
with painted-over windows. Now Jacob understood why the only thing that ev-
er seemed to go on at this place was discipline. It was a prison. The teacher was
a warden, and poor Ryan had six months to go on his sentence.

Where does the attitude come from? At first only a few words: "bleak,"
"institution." But these words, which represent Jacob's attitude toward
the school, are enough to set the tone. After that, the reader knows to in-
terpret all the description as negative.

Without the attitude, though, there would be no point in describing
the school. If Jacob weren't seeing it as a bleak institution, a dirty grey pris-
on, the description would sound pretty much like every American school
built since 1950. Might as well go straight to the scene with the teacher and
not waste the reader's time visualizing the school at all.

Attitude can provide the tension in the scene. Here's the same scene
twice, first without much attitude, then with more:

An attractive-looking man came up to Nora's desk, glanced at her nameplate,
and smiled at her. "Hi, Nora. Want some lunch?"
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"No thanks," she answered. "I'll buy it somewhere else."
He looked confused.

"Aren't you the sandwich man? The last place I worked, they had a man
who came around taking sandwich orders."

Now let's try the same opening, with attitude, and then go on, seeing
how the scene develops.

He had a sharp, clean look about him, he was thin and wore clothes well, but
Nora didn't like the confident way he looked down at her. As if he had a right
to decide things for her. She had had bosses with that look, and they always
ended up talking about her clothing and how she ought to brighten up the of-
fice by wearing something a little lower in the neckline.

His gaze dropped to the nameplate on her desk, just for a moment. Then
he looked her in the eye again. "Hi, Nora. Want some lunch?" he said.

That's right, don't ask if I want lunch with you, just ask if I want lunch. If I
say no, does that mean I have to sit at my desk and go hungry? "No thanks," she
answered. "I'll buy it somewhere else."

He looked confused. She enjoyed that.
"Aren't you the sandwich man?" she asked. "The last place I worked, they

had a man who came around taking sandwich orders."
He wasn't stupid—he knew he was being put down. "I was too cocky,

right?"
"Not at all. I think you were just cocky enough."
That was a mistake. She was bantering with him now, and he was the

kind who thought banter was a come-on. He started into some silly story about
how a guy gets nervous when he sees a beautiful woman, his genes take over
and he starts to swagger and preen.

"Preen?"
"Like peacocks and grouses. Put on a display. But that's not me. I'm really

a sensitive guy. I make Phil Donahue look like a truck driver."
Time to put a stop to this. "You don't want to have lunch with me. I have

seven children at home and three different social diseases. I also lead men on
and then yell rape when they get too close. I am every nightmare you ever had
about a domineering career woman. I think a man like you would call a woman
like me a castrating bitch."

He didn't answer right away. Just looked at her, his smile gone cold.
"No," he finally said. "That's what my mother would call you." He stood up.
"You're new here. I asked you to lunch. My mistake, sorry." He walked on past
her desk and out the door.

That's right, act hurt. You were just being friendly, and I jumped all over
you. But I know better than that. I've seen that smile on too many faces not to
know what lies behind it and where it leads. The man I'll go to lunch with is the
one who doesn't speak to me until the normal course of work brings us togeth-
er, and he won't ask me to lunch until he knows my name without looking at the
nameplate on my desk.

Notice how the scene shifts, increasing the tension every time. At first,
Nora's attitude disposes us to see the man as an overconfident womanizer.
She stereotypes him, and we share her perception. The moment he ad-
mits the stereotype, though, by saying, "Too cocky?" our sympathy
changes a little. We begin to think he might be decent after all—at least
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he's smart enough to know he's being put down. Then, when she doesn't
pay attention to the next thing he says (we know she didn't pay attention
because his dialogue isn't given in full), we begin to wonder if she isn't los-
ing a romantic opportunity. (In reading fiction, we're always looking for
romantic opportunities, and there is sexual tension in this scene, begin-
ning from the moment she noticed that he was sharp-looking, thin, and
wore clothes well.) Her speech about seven children and three social dis-
eases is way too strong—we really lose sympathy with her.

In writing this, my first off-the-shelf follow-up was to have her re-
flect the audience perception at that point, and feel regret for having
treated him so badly. Since that was my first response, though, I ques-
tioned it, and instead let her recognize the effect that his "hurt" attitude
was designed to have, and then counter it by reflecting on what she would
respond favorably to. This put her attitude in perspective, and instead of
our thinking that the man wasn't so bad after all, we are now measuring
him against her standard. We are fully on her side again, and though a ro-
mantic relationship with this guy is still a story possibility, we won't be dis-
appointed if she finds somebody else.

Also, it was because I was giving her attitude that I came up with the
conflict in the first place. If I had written the whole scene the way the first
version began, I would never have invented the relationship that
emerged. She would have had no reason to turn him down. She would still
have been a stranger to me, and so she would remain a stranger to the au-
dience.

Wasn't it because of her attitude that you took interest in her at all?
Notice that it is primarily through attitudes that we establish the

meaning of relationships between people. Attitude tells us what people
notice about each other, and what value they assign to what they see. Look
at these brief scenes, all from Pete's point of view, all giving his attitude:

"What a day," she said.
Yeah, right. Poor dear, couldn't she find a single dress that fit right?

"What a day," she said.
She could say anything right now, and it would be music. He didn't real-

ize how much he missed her until she came back.

"What a day," she said.
She would tell him about it. They'd have dinner, watch TV, go to bed; if

she didn't talk about how tired she was, they'd have sex. It was Tuesday. Moon-
lighting. So they'd definitely have sex, unless it was a rerun.

"What a day," she said.
He looked at her sharply. Did she guess where he had been today? What

he had done? No. She was too dull for that. An intelligent idea, even if one
came along, would never get past her faded blue housedress.

You get the idea. The particular way your character responds to events
lets the reader know who he is. It also helps you discover your character,
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since each bit of attitude you come up with will help you decide what your
character will do next. Attitude and motive thus become inextricably in-
tertwined. The character's response to event X will provide his motive for
doing Y and Z.

THE REMEMBERED PAST

One of the things I noticed as I started working with science fiction was
that so many of the main characters seemed to come out of nowhere. They
had no families; they all seemed to be loners and drifters who had no
roots. This is fine, within the romantic tradition; does Dirty Harry have a
mother? Does Aragorn? Darcy? Natty Bumppo? Rhett Butler? There's
not much evidence for it. But it doesn't matter, in romance, because the
story becomes the character's past. That is, by the end of the story, you
know all the things the character did earlier in the story, so that now he
does have connections with other people.

To fully realize a character, however, you must give him a whole life.
He has a past, an elaborate set of meaningful connections to other people:
family, friends, enemies, teachers, employers.

The most obvious way to tell a characters whole life is, of course, to
begin the story with her birth. This is, however, the romantic tradition
again. After all, no matter whether you're writing romance or realism,
you have to begin the story at exactly the point where the main character
becomes interesting and unique. If you start at her birth, then she must be
bigger than life from the cradle. John Irving made the title character of
The World According to Garp extraordinary from the moment of concep-
tion, when his very odd mother, a nurse in a hospital, impregnated herself
using the body of a serviceman with terminal brain damage. But you can't
always begin your stories with such bizarre events.

Instead, you will probably begin your story when your main charac-
ters are already nearly adults, with a wealth of experience behind them.
How can you give a sense of the past?

Flashback
The most obvious technique—and the least effective and most over-
used—is the flashback. The present action stops for a while as the charac-
ter (or, worse yet, the narrator) remembers some key event from days of
yore. The problem with this technique is exactly that: The action stops for
the flashback. Time after time I have seen student stories or stories sub-
mitted to me as an editor that began like this:

Nora peered through her windshield, trying to see through the heavy snow-
fall. "I can't be late," she murmured. It took all her concentration just to stay at
forty miles per hour. Yet the events of the last few weeks kept intruding, taking
her mind off the road. She thought back to her last quarrel with Pete.

[Here we get a fifteen-paragraph summary of all the stuff that happened
up to yesterday.]



112 CHARACTERS AND VIEWPOINT

Her mind returned to the snowy road before her. There was her house.
She pulled into the driveway and went inside. She ate dinner and watched TV,
unable to concentrate, waiting for Pete's phone call. When he hadn't called by
midnight, she went to bed.

The next morning . . .

Cringe along with me, please. Whatever is in that flashback wouldn't real-
ly give Nora a past, because she has no present. The flashback won't pro-
vide us with additional information about the character—it will provide us
with our only information. Nothing happens on that snowy road except the
flashback. The character has not yet been made important in the present
moment—she is merely a stereotyped image, and a singularly dull one at
that: a woman driving in the snow. By the time the flashback is over, the
reader will have forgotten about the snow—there's nothing to remember
anyway. We have no anchor in the present moment, so we are soon hope-
lessly adrift in memory.

A rule of thumb: If you feel a need to have a flashback on the first or
second page of your story, either your story should begin with the events
of the flashback, or you should get us involved with some compelling
present characters and events before flashing back.

I usually prefer the former choice—beginning the story with the
first events that matter. However, sometimes, many pages into a story,
there's a real need for the character to remember some key event. If we're
well rooted in the story, if we know enough and care enough about the
character for the flashback to be important to us, then it can work very
well. But it still has a serious cost. It stops the present action. The longer
the flashback takes, the harder it is for the audience to remember what
was happening just before the flashback began. So flashbacks should be
rare, they should be brief, and they should take place only after you have
anchored the story in the present action.

Memory as a Present Event
Slightly more effective is having one character tell another a story out of
the past. If you set it up properly, the telling of the story, besides convey-
ing past information, can also be present action. Take, for example, the
hiding-behind-tapestries scene in James Goldman's The Lion in Winter.
Each of King Henry's three sons has come to King Philip of France, trying
to make a deal with him to destroy all the others. Now Henry himself
comes, and his sons hide behind tapestries as the two kings confront each
other.

Provoked beyond endurance, Philip tells Henry a story about his
childhood. But the story he tells does not stop the action—it is the action.
Philip tells how he was homosexually seduced by Henry's son Richard,
and how he went along with the act, though he loathed it, in order to be
able to tell Henry about it now.

With the pain that this revelation causes Henry—not to mention
Richard, behind the curtain—the story is doing double duty. It gives us
some of the past of Richard and Philip, fleshing them out as characters; it
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also causes terrible emotional pain in the present, which strengthens
Henry and Richard as victims and Philip as tormentor.

Notice, though, that the story is not just any story. It is about pain in
the past, Philip's pain. It isn't enough just to tell random stories from a
character's past. They have to be stories that are important.

Flashbacks can also follow this rule, and become part of a present
event. If, for instance, a character's memory of a past event causes him to
make a key decision, or take an action he would otherwise not have taken,
then the memory is part of the present action, not really an interruption
at all.

However, convenient memories can strain the reader's credulity. If
it's a memory the character could have called to mind at any point, having
her think of it just in time to make a key decision may seem like an implau-
sible coincidence, as if the author is controlling events too tightly. If the
memory is going to prompt a present decision, then the memory in turn
must have been prompted by a recent event. Better yet, it should be a
memory of something that the character never understood; new informa-
tion or a new experience has changed the meaning of that event in her
mind, so she isn't just remembering, she's also revising. Then the memory
isn't passive, it's an active part of the story.

Quick References
It's possible to drop in memories with only a slight pause in the forward
movement of the story:

I stood on the edge and saw how far down the bay was and suddenly remem-
bered the cat I threw off the roof when I was a kid, how it twisted and snapped
and clawed at the air. Never did find anything to hold onto till it hit the ground,
and after that it didn't snap or claw or twist or breathe or anything. Took me
fifteen minutes to crawl down the ladder off the roof after watching the cat fall.
I was sure wishing for a ladder now.

She pretended to be interested in his stories, but he knew that glazed look she
got, her eyes not quite focused as she murmured occasionally to make him
think she was listening. He used to murmur just like that during all those ex-
cruciating breakfasts when Nora insisted on telling him her dreams from the
night before. It always felt to him like her dreams lasted longer than she slept.
But it had never occurred to him that he could bore somebody else that badly.

If these quick references to the past are pertinent to the present events in
the story, they won't feel like they're much of a break in the action, even if
they don't make a significant change in the events of the story.

A rule of thumb: The shorter the memory, the less important it
needs to be in order to justify stopping the story for it. If memories are
short enough, they can be completely irrelevant:

I don't recommend the restaurant. Worst food I ever had since I ate six live
crickets on a two-dollar bet.
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The six live crickets have nothing to do with the story. And it doesn't really
tell you much specific information about the character. You certainly
don't expect this information to make a difference in the story. But this
brief memory still enriches the audience's concept of the character by im-
plying some strangeness in his past; the audience will assume that there
are plenty of other stories he could tell if he had the time. Without saying
very much, you give the audience the impression that they know this char-
acter very well.

THE IMPLIED PAST
It's possible to add to your character's past without stopping the action or
even overtly mentioning her past at all, by giving her an implied past. You
give readers a sense that the character has already lived a full life without
telling them exactly what that past was.

Expectation
What a character expects will happen in the present tells us instantly what
has happened before in his past.

Suppose Pete steps toward a young girl, smiling, and extends his
hand to give her a doughnut. To his surprise, she cringes away as if afraid
she'll be struck. The audience knows at once—without the narrator hav-
ing to say it—that the child has been beaten often enough that she expects a
beating. Without slowing down the action at all, you have given a sense of
the character's past and told us something of her pain.

Each of the following passages implies things about a character's
past:

The clerk repeated, "Cash or charge?" Nora looked helplessly at Pete. He
spread his hands as if to show he wasn't holding a Gold Card. "You're the one
doing the shopping," he said. "I can't afford this stuff." Still she made no move
to pay. Finally he gave up and opened her purse for her. It was stuffed full of
cash. He peeled two hundreds off an inch-thick stack and gave them to the
clerk. Then he put the change and the receipt into the purse and snapped it
shut.

"You ought to use some of that to hire a bodyguard," he said. "The junkie
who mugs you could o.d. and die, and then his family would sue you."

She smiled and shrugged a little.
As they left, Pete heard the clerk telling somebody, "And it was all hun-

dreds! The whole purse!"

Pete watched for a gap in the speeding cars and stepped out into the road. Im-
mediately drivers began swerving and slamming on their brakes. If everybody
had kept going smoothly, he would have made it across the road easily; as it
was, he barely made it back to the curb alive. How can people ever cross streets
in America, he thought, if drivers go crazy every time they see a pedestrian?
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As soon as Pete got in the door Nora began to cry. "I didn't mean to do it," she
said over and over again. "I'm sorry, I'm sorry." It took fifteen minutes before
she'd believe him when he said it was no big deal. "But it's completely
smashed," she said. Hadn't she ever heard of insurance?

Pete noticed that Nora kept sliding the bills between her thumb and fingers. Fi-
nally he realized she was counting them, again and again, as if she had to make
sure they were all there.

Nora was finally calm enough that she could talk to Pete again, but when she
went into the living room, there he was, straightening the magazines, dusting,
arranging the pillows, trying to make her feel guilty for being such a slob. It
made her so angry that there was no way she could take part in a reasonable
discussion.

She rushed out of the apartment, ignoring him when he called her name.
"Nora! Nora!" His wheedling tone reminded her of the way bratty children say
mommy. "Maw-mee! Naw-rah!"

As she waited for the elevator, she imagined Pete calling out to his moth-
er in just the same tone he had used with her. Then she remembered her moth-
er-in-law's immaculate house, and realized that Pete's housecleaning routine
was probably what he had done as a child to placate the old bitch when she was
angry at him.

After these bitter, terrible arguments, did you really think that cleaning
the house would make everything all right again? I'll never kill you, Pete, no
matter how angry you make me—but I might just kill your mother.

Every one of these vignettes reveals a character's expectations, implying a
story from his or her past. Yet not one of them slows the action very much.
They add depth to the characterization without subtracting momentum
from the forward movement of the story.

Habits
Everyone alive has habits, some of them meaningless, but many of them
the result of the patterns of our lives. If a character paces or drums his fin-
gers on the table, you know that he's tense and this is the way he shows it.
But your characters should also have specific habits that tell something
about their lives:

"Where are you going?" Pete asked. "I didn't say to turn there."
"I'm sorry," Nora said, flustered. "This is the way I always take Ryan to

school. I wasn't thinking."

Pete was back in an hour with the groceries and the change. He counted it out
backward into her hand. "Seventeen sixty-two, sixty-five, seventy-five, eight-
een, nineteen, and twenty."

Nora laughed.
Only then did he realize what he had done. He laughed ruefully. "Twen-

ty years since I worked in Dad's store, and I'm still counting change like a
clerk. "
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Nora looked carefully to the left and stepped out into the street. A taxi
slammed on its brakes and swerved to avoid hitting her—from the right. Oh
yes, thought Nora. They drive on the wrong side of the road here. My pedestri-
an survival training from New York won't be much help in London.

Pete left a 6:30 wake-up order with the hotel operator, turned off the televi-
sion, and climbed into bed. He slept on the left side, of course, even though
Nora hadn't been there to sleep on the right side since they separated four
years before.

Nora noticed that every time Pete wrote a check, he drew three horizontal lines
in every space between the words and numbers. "Do you really think the gro-
cery store people are going to alter your check to say one million and thirty-
three dollars and forty-four cents?"

"It's like fastening your seatbelt or locking your car," said Pete. "Do it even
when it doesn't matter, and you won't forget to do it when it does."

Too many habits, of course, and your characters will seem obsessive-
compulsive. But anybody who's been alive for any length of time has some
habits, and it helps us believe in and understand your characters when we
see what their habits are.

Networks
Anyone who has been alive for any length of time has also made many
connections with other people. Unless a character has been torn from his
or her normal milieu, those connections are going to show up.

Pete noticed the way people in the store looked at Nora. Quick, furtive glances.
He couldn't see anything wrong with her—no run in her stocking, no under-
wear showing. He didn't catch on until he realized that the store detective was
shadowing them. Apparently Nora was known here, and not as a big spender.

Nora knew that Pete was not the man of her dreams when the motel clerk took
his check without asking for ID. She thought it might be classy to be recognized
at the Hilton, but not at a motel that rents a room for ten dollars an hour. Still, a
man who pays by check is probably telling the truth when he says he isn't mar-
ried.

Everybody Pete and Nora ran into did the same thing. Just as they were about
to ask her a question, they'd glance at Pete and then smile and say something
noncommittal. Nora and Pete stopped for lunch at a diner called the White
Trash Saloon. It took a few minutes before Nora realized that the used-up
looking waitress was Suzy Parker from high school. The last ten years hadn't
been good to her.

Suzy recognized Nora too and finally asked the question the others had
sidestepped: "How's Joe Bob?"

Nora smiled icily back. "He's home taking care of our seven children
while Pete and I have a madcap, whirlwind affair."

The waitress thought about this for a moment. "You don't have no seven
children," she finally said. "Too damn thin."
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Nora couldn't help noticing that all the unopened letters on the kitchen table
had transparent windows, and a lot of them said FINAL NOTICE. Even
through the closed door, she could hear Pete shouting into the telephone. "I'll
make payments on that piece of junk any month that it runs! And if you send
somebody to pick it up, I'll blast their head off!" A minute later he came back
in, grinning. "An old girlfriend," he said.

Sometimes the relationships that your character has with other people
around him will be important to the story, but often they'll be there mere-
ly to give a sense that he has a full life, or to add an occasional comic touch.
No matter how you use these mini-relationships in your story, though, the
main benefit is that your characters won't seem to be puppets, alive only
when they're on stage and someone is pulling the strings. They'll seem to
have a real life outside the story as well, a network of relationships reach-
ing far and wide. Though only a small part of that network is explored in
your story, the reader senses that the rest of the network is there.

JUSTIFICATION

There is nothing so outré, so off-the-wall, so impossible or bizarre or out-
rageous that you cannot make it believable within a story. It all depends on
how hard you want to work at justifying it.

Nora stood on the roof. She was only nine stories up, but it might as well be
nine miles. There was no escape. Pete came toward her, the long knife glim-
mering in the moonlight. Nora trembled, but she knew what she had to do. So
she reached out, slapped the knife out of his hand, picked him up over her
head and threw him off the roof. All those years of lifting weights and taking
judo classes had paid off at last.

If that last sentence is the first time Nora's weight lifting has ever been
mentioned in the story, the audience will be outraged by this scene. Here
they've been so worried about Pete and his knife, and all along Nora was
apparently built like an orangutan.

Does that mean you can't have Nora throw Pete off the roof? Of
course not. All you have to do is tell us about her weight lifting and judo
classes much earlier in the story, so we already know that she's strong and
well trained long before she gives Pete the heave-ho. Furthermore, you
have to make Nora the kind of woman who would defy sexual stereotypes
and go into heavy weight lifting. Why would she do that? Is it to get a mus-
cular, healthy body? To be stronger than the man who once raped her? A
reaction to her fear of her breast cancer recurring? Or did a close friend
get her involved in body building just for sociability, and she discovered
she liked it? Whatever reason you invent, she will have to become a differ-
ent person in order to justify her being able to pick Pete up and throw him
off the roof.

Of course, if we knew all that about her, we wouldn't have the same
sense of jeopardy as Pete chased her—we'd know that Nora was a woman



118 CHARACTERS AND VIEWPOINT

who could take care of herself. But that doesn't mean the scene would be
without tension. There are several strategies available:

1. Give Pete a gun, so we'll fear that her strength will be useless
against him. Then you'll have to figure out a way to deal with the gun—
but you'll have the tension of jeopardy back again.

2. Change the source of the tension. Instead of fearing that Pete will
kill her, she (and the audience) fears that she will have to kill Pete, and she
could not bear to do so. She warns him, but he behaves as if he wants to
die. Merely hurting him has not stopped him in the past. If she kills him,
terrible things will happen. The audience fears that she might not kill him,
yet knows that she will also suffer terribly if she does.

3. Make her feat less outlandish. Instead of having her slap away the
knife, pick him up, and throw him off the building, have her sidestep the
knife and use Pete's momentum to push him off. That doesn't require her
to be anywhere near as strong; you could have her just beginning her judo
lessons and can skip the whole weight lifting idea altogether. This still re-
quires some preparation, and it requires more detail during the fight on
the roof, but it will work.

4. Make the conclusion a believable accident. Pete actually stabs her.
She nearly faints from the pain, stumbles, lurches into Pete. He loses his
balance; she falls, but grabs at his legs, pleading with him not to stab her
again. With her holding his feet, he can't recover his balance. He falls off
the building. If you show this process in great detail, it will be believable;
best of all, it requires no preparation at all, since it's well within a normal
person's ability.

If you decide to spend a lot of time making Nora believable as a weight lift-
er, you have to be careful not to get carried away. If the weight lifting only
affects the story by allowing Nora to throw Pete off the roof, then you
should introduce the weight lifting early, but not keep harping on it, not
show her doing nothing but weight lifting. If it becomes too dominant in
the story, the reader will expect it to amount to much more than just a way
for her to save her life. "Nora goes through all that weight lifting," the
reader will say, "just so she can toss this guy? Will she stop weight lifting
now?" The amount of justification must be in proportion to the event be-
ing justified, or it leads the reader to expect things that you aren't going to
deliver.

As a general rule, the more bizarre and unbelievable the character's
behavior and the more important it is to the story, the earlier in the story
you have to begin justifying it and the more time you'll need to spend to
make it believable.



CHAPTER 12

TRANSFORMATIONS

REAL PEOPLE SEEM TO CHANGE. There are physical changes: The little kid
next door is suddenly great-looking—or a hoodlum. Your friends from
youth get old; your fat friend suddenly loses weight; your husband grows
a mustache; your wife changes her hair style and starts wearing a whole
new style of clothes.

There are changes in people's roles: The rich man goes bankrupt;
the farmer sells his land and opens a fast food outlet in another state; the
intense young girl becomes a wife and mother; the wife and mother stays a
mother but no longer is a wife; new management comes in and the forty-
eight-year-old executive is suddenly unemployed.

All these changes can be pretty surprising, even jarring. But what
really disturbs us is when people's basic nature seems to change. Some-
body you trusted doesn't keep his word and doesn't even act sorry about it.
Somebody you loved is suddenly cruel to you, and you can't think why,
what you did to deserve it. Someone who was always boring suddenly be-
comes fascinating. Someone who never did anything well, who seemed
like a complete failure, unexpectedly does something admirable and fine.

WHY PEOPLE CHANGE

In real life we never fully understand why people do these things. We
have names for some of the changes—mid-life crisis, growing up, going
through a phase, nervous breakdown, finding herself, a selfish streak, showing his
true colors, born again, going off the deep end—but these labels are at best an
attempt to reassure ourselves. Because there's already a name for the way
we see somebody changing, we don't have to be quite so frightened by the
change. But we still know nothing, or almost nothing, about the cause. We
still know nothing, really, about what's going on inside other people's
heads.

We try to bind people into their roles so that we can be sure of them.
Slavery, serfdom, fealty, oaths of office, contracts, unions, corporations,
laws, marriage, going steady, flattery, hypocrisy—all are strategies for
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controlling and predicting what the people around us are going to do. Yet
still these people surprise us with escape, revolution, betrayal, lawsuits,
strikes, sellouts, crime, divorce, faithlessness, gossip, confession, and we
have to revise again our understanding of the world.

One of the reasons fiction exists at all is to deal with that fear of inex-
plicable change, that uncertain dread that lurks in the background of all
our human relationships. Because fiction lets us see people's motives, the
causes of their behavior, these stories about made-up people help us guess
at the motives and causes of real people's behavior.

This doesn't mean that your fictional characters have to change.
One of the common themes in fiction is that people's fundamental na-
tures don't change, no matter how much you wish they might. Macbeth's
desire to rise to high office seduces him into believing the witches' prophe-
cy and agreeing to his wife's plan; that hunger for a lofty station is still with
him at the end, making him seek death rather than endure the humilia-
tion of public display in his defeat. The message of such stories is that once
you truly know people, you can count on them staying the same. If they
ever seem to change, it's because you didn't really understand them in the
first place.

You Can't Change
Your fiction can develop this theme in three ways:

1. You can tell stories in which characters are who they are from be-
ginning to end, working out their destinies along the same relentless lines.
Some might criticize your stories because your characters never change,
but many readers will be grateful to live in your fictional world, where
some people, at least, can be counted on to stand firm. In Wuthering
Heights, Heathcliff and Cathy try to resist their passionate childhood at-
tachment to each other, but all the changes are futile, for they keep re-
turning to be their true selves, wild children living like beautiful animals
among the moors.

2. You can tell stories about people who seem to change, but then
reveal that this was their true nature all along. They were only pretending
to be what you thought they were; or perhaps they simply hadn't had the
power or opportunity to reveal themselves. It wasn't until Macbeth had a
victory under his belt, a new title after his name, and King Duncan asleep
in a bedroom in his castle that he was able to reveal his true character as a
murderer—but maybe he was a murderer all along. Another example:
Oedipus was born to kill his mother and father. His parents can't stop him
from fulfilling his nature even by trying to kill him; he can't stop himself
from being himself even by fleeing what he thinks is his homeland. He was
born to commit patricide and incest, and all his attempts to pretend to be
another kind of man come to nothing.

3. Tell stories about people who want to change, but can't until they
discover their own true nature; then, when they change the outward pat-
tern of their lives, they are only becoming true to their newfound self. Ayn
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Rand's sympathetic characters in The Fountainhead and Atlas Shrugged do
not make themselves into geniuses, they don't develop greatness. Only
when they break free of the shackles of society and discard the myths
about what they ought to be do they discover the greatness that lay within
them all along, and finally rise to fulfill their heroic role.

In all these stories, the characters are not transformed, they are un-
masked.

Other Things Change You
Another great theme in fiction is that people do change, but for causes be-
yond their control:

1. The cause of change in people might be the drives and hungers
born in their genes. D.H. Lawrence told stories—The Rainbow, Lady Chat-
terly's Lover—in which characters did not really act because of their mo-
tives at all. They might think they had a particular purpose in mind, but in
fact their choices always came down to the needs of their bodies. This view
of people as animals pretending to be human shows up as often in the
bleak hard-boiled detective novels of Raymond Chandler and Ross Mac-
donald as in the tragicomic Irish novels of James Joyce. This is not a mes-
sage of despair—these writers all show a kind of nobility in their charac-
ters' struggle to transcend their nature.

2. The cause of change in people might be the way they're treated
by others. George Bernard Shaw's Pygmalion asserts the idea that a flower
girl can become a lady, in soul as well as appearance, if only she is trained
and educated properly. Robert Parker's Spenser novels often show peo-
ple shaped by the pressures of the world around them; if the person is not
too far gone, then by changing the environment, you can change the per-
son. In one of his best novels, Parker has Spenser take a troubled young
boy up to an isolated cabin in the woods, and through hard work and a
whole new set of expectations, the boy becomes a new person and has a life
completely different from the one he seemed destined to live out.

You Change Yourself
A third fictional theme dealing with human change is that we can change
our own nature by an act of will. Never mind the argument that the will to
change must have been part of a person's nature all along, so that by
changing he is in fact remaining the same—that's a quibble compared to
the important notion of becoming what you want rather than what you
were born to be or what others force you to become. George Bernard
Shaw's assertions and theories notwithstanding, before Eliza Dolittle in
Pygmalion begins the training and education that transform her from a
flower girl to a lady, she has the hunger to change—it's because of the
force of her own will that she persuades Henry Higgins to teach her, and
by the force of her own will that she succeeds. Shaw talked a lot about how
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people are shaped by their environment, but in play after play, a strong-
willed hero chooses to transcend heredity and environment alike, and
succeeds in becoming someone new; that's the theme his stories demon-
strate, whether he meant it that way or not. No matter what theories of hu-
man behavior you think you believe, the causes you show for your charac-
ter's change will reveal what you really believe. But you must show some
cause for the transformation.

JUSTIFYING CHANGES

When your characters undergo physical changes or changes of role, you
wouldn't dream of letting the change pass without explanation. A charac-
ter who was male for ten chapters can't suddenly turn up as a female with-
out some kind of explanation—or your reader would throw your book
against the wall in disgust. And if a character goes through a change of so-
cial role, you always show both the causes and the results of the change. It
would be unthinkable to have characters change jobs, marital status, or
relative wealth without some explanation and some change in the patterns
of their lives.

The same is true of your characters' patterns of behavior. If Pete is a
quiet, shy fellow, reluctant to put himself forward, he doesn't suddenly
walk up to a gorgeous model and hit her up for a date—not unless you
show us that this model is different from all other women, or show us that
Pete has been taking assertiveness training to cure his shyness, or let us see
that the recent death of Pete's father has loosed some of Pete's inner re-
straint—or some other plausible cause for his change.

You don't necessarily have to show us the cause of his change before
he changes, or even at the same time. But if you don't show the cause, you
need to signal your reader that you're aware that Pete is behaving strange-
ly, so that the reader knows that the cause of his change is a mystery that
will be resolved sometime before the end of the story. For instance, you
might have one of Pete's friends with him when he walks up to the model
and asks her out; the friend could then react with the same astonishment
that the reader would feel, a clear signal to the reader that the author
hasn't gone crazy and can be trusted to explain Pete's change.

There is no "right" way to justify changes in character, but you
should keep in mind that the more important the character and the great-
er the change, the more time you will have to devote to explaining the
transformation. If Nora stops smoking in the process of your story, the
motivation for the change won't need much justification—most smokers
say they want to stop, and most reasons for stopping are well known. But if
Nora is a major character who's involved in a lot of the continuing action
of the story, you'll have to deal with why she chose to stop now, and show
how her behavior changes during the struggle.

Make sure you know what the change in the character really is. If
Nora has tried to give up smoking dozens of times before and always
failed after a single day, you'll have to explain what was different about
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this time, why she found the strength to succeed. Maybe she got pregnant;
maybe she is involved with a man who hates cigarettes; maybe her compa-
ny has gone smoke-free; maybe she had a cancer scare during her latest
checkup. Because her pattern of behavior was to try to give up smoking
and then fail, what you have to justify is not the desire to give up smoking,
but the fact that this time she succeeded. The real change is that she is now
able to quit, not that she is willing to make the attempt.

There is an exception to the rule that you must explain why charac-
ters change. A fourth fictional theme is that changes in human beings are
random, absurd, uncaused; that all stories about why people do what they
do are pure fiction. In this view, people do things because they do them,
for no reason at all. Only when someone else notices what they're doing is
there any attempt to explain, and all the explanations are pleasant lies.
And if, perhaps, there is some real cause for human change, these stories
assert that we'll never know the cause, so there might as well not be one.
The works of existential writers like Franz Kafka and Jean-Paul Sartre
and the absurdist plays of Samuel Beckett and Harold Pinter develop this
idea.

If absurdism is your bent, however, don't imagine that this means
you can then change your characters however and whenever you want,
without explanation. So deeply ingrained is the human need to find
causes for human change that if a story denies that there is any kind of dis-
coverable cause, that denial becomes the most important issue in the story.
Usually, you must establish from the beginning that people will change
randomly, without explanation, so that your readers realize they're visit-
ing an absurd universe and stop expecting explanation. If, on the other
hand, your story seems to be set in a "normal" universe in which there's al-
ways a reason when people change, then when a character goes through a
shocking, inexplicable change, your story will have to be about the very in-
explicability of that character's transformation.

Oh, you can have a major inexplicable change and have no one in the
story remark on it, but you can't blame your readers for concluding that
you're an incompetent writer and that the unjustified change was a mis-
take.

Worse still, your readers might conclude that the unjustified change
was a practical joke you were playing on them, as if you were saying,
"Oh, were you starting to care about these characters? Were you starting
to take this story seriously? Well, here, I'll show you that it's all silly and I
can do anything." Of course you can do anything. But your implicit con-
tract with your readers says you won't do just anything—that your story
will mean something, even if the meaning is that there is no meaning. The
great absurdist writers keep that contract.

Even comedy is not an exception. However, when a character
changes in a comedy, the justification for the change can be somewhat less
believable than in non-comic fiction. The zanier the farce, the sillier the
reason you can offer for a character's change—but there must still be
some reason, or you lose the audience's trust.
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CHAPTER 13

VOICES

WHO IS TELLING YOUR STORY?
You are, of course. You choose what story to tell, which incidents

matter, which scenes to show, which events to tell about. It is out of your
mind that all the invention comes, all the characters, all the background
details, all the ideas.

But when it comes time to speak the words of the story, whose voice
will the reader hear?

It is never exactly your own voice. The very fact that you're writing
down the words rather than speaking them will make the style more for-
mal. The fact that you write more slowly than you speak, that you can see
your words as you put them down, changes the way you produce and con-
trol your language. It's another voice.

Also, the fact that you can't see the audience's response requires you
to be more precise and calculating in your written language—in speech,
when you can look at your audience and judge whether or not they under-
stand you, such precision isn't necessary. Even if you "write" by dictating
into a tape recorder, it will not be your normal speech patterns, but rather
your more regulated "dictation dialect." You've made this distinction
many times—you instantly recognize the difference between natural ex-
temporaneous speech, memorized speech, and speech that is being read.

It isn't just the difference between writing and speaking, though.
You have many voices. You have one voice you use with your parents; an-
other you use with your siblings. You might have a company voice. Most
people have a separate telephone voice—professional secretaries and re-
ceptionists almost always do. If you have children, you doubtless have not
one but two, probably three voices—the stern reproving voice, the affec-
tionate approving voice, and the baby talk you used when they were little,
which still drifts back when they're hurt and you're comforting them. You
have a voice for service people and clerks, and another voice for public
speaking.

Of course, your larynx produces the sound for all these oral voices.
But the sound is only a small part of a "voice"—at least the kind of voice
I'm talking about. Each of your voices has its own vocabulary. They over-
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lap, but less than you might suppose. Each has its own sentence structure,
its own level of diction. One might be slangy, another formal, another re-
laxed; in one voice you might have some blue language available, while
another voice never produces those words.

This came home to me when I was a teenager. One summer I
worked as an actor in a summer theater, where the language among the
company could have made sailors blush; I was as colorful as any of them.
Yet I lived at home, where such language simply wasn't used. So clear was
the difference in the two voices that I didn't even have to think about not
using certain words where my parents could hear them. I never caught
myself about to use the wrong words at home, because those words just
weren't available in my "home" voice.

Does that sound like a split personality? Perhaps the function of our
brain that lets us develop these different "voices" is the very function that
drives multiple personalities—it seems likely enough. But the truth is that
normal people all have at least a few different voices they can turn on at
will. Most of the time you aren't aware of the difference—you use these
voices by habit. When others change voices, you probably hear only the
sound differences—a whining child, perhaps, or a friend trying to sweet-
talk you, or a would-be date turning you down gently. At such times it's
hard to be analytical—but if you don't already know what I mean by "voic-
es," listen to other people move from relationship to relationship during
the day, and notice how their vocabulary and syntax change for different
tasks. They become slightly different in most cases, radically different in
some.

You don't think about these differences when you use a different
voice. You just change mindset—usually unconsciously—and slip into the
pattern of speech habitual for that relationship.

I grew up out west, but now live in the South—in the Piedmont re-
gion of North Carolina, where the southern accent is fairly mild. Still,
when I'm with southerners with good, solid accents, I catch myself talking
the way they do—not just making my vowels like theirs, but also using
their figures of speech, even making up southern-style metaphors and
similes from time to time. "I'm as depressed as a chipmunk in a cat's
mouth." "He went home so fast he slammed the door before he opened
it." "It was raining so hard that if you looked up with a smile, you'd
drown." I don't think about it—I get busy talking and my brain just kicks
in with the right voice.

When it comes to telling a story, far more choices open up to you.
You can use voices in writing that you never use in speech. I'm not just
talking about regional dialects, either, though the cadences of Brooklyn,
Boston, Philadelphia, Chicago, Houston, New Orleans, or the San
Fernando Valley can bring color and life to the telling of a story. There's
also attitude—cynical, flippant, wondering, cold, nostalgic. And level—
crude, slangy, informal, formal, elevated, magisterial.

In fact, there are so many possibilities that I find that when I'm at the
keyboard telling a story, it's almost as if I'm acting. I'm "in character," im-
provising the performance of my story using words and syntax that one of
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the characters in my tale might use.
This makes sense when I'm using a first-person narrator. The narra-

tive voice has to sound like the first-person narrator; if it doesn't, it's a flaw
in the author's technique.

But I find myself writing "in character" even when I'm using third
person, even when the narrator isn't a specific person at all. I usually write
in a voice similar to the voice of the viewpoint character, even though that
character is not the narrator. In reading other writers' work, I find that, as
often as not, they do the same thing.

The only clear exceptions are those authors who have a pronounced
habitual style, so they use the same voice in all their stories. To a degree, of
course, every author will have stylistic patterns that show up in every tale.
The characters will always have some overtones of the author's own style
of speech. We can't escape completely from our own underlying voices
even when we try. But usually the narrative voice is not exactly identical to
the author's natural speech—we always put on a voice of one sort or an-
other when we tell a tale.

The underlying voice that repeats from one story to the next is your
natural style. This book isn't about style. So I'm only going to deal with as-
pects of voice that change from character to character, from book to book.

When you actually set out to write down your story, you have a lot of
choices to make—narrator, point-of-view character, tense, level of pene-
tration, rhetorical stance. In the next few chapters I'll deal with the
strengths and weaknesses of all these choices, so you can decide which one
is best for each story you write, and how to carry out the choice you made.

PERSON

So now we come back to the question: Whose voice will the reader hear?
You probably already know the difference between first person and

third person, but just in case you got shortchanged in high school, I'm go-
ing to review all the "persons" here with a simple chart:

Singular Plural

First Person I go We go
Second Person You go (thou goest) You go (y'all go)
Third Person He goes, she goes They go

If this feels like a grammar lesson, that's because it is.
However, most stories you read—almost all of them, in fact, includ-

ing news stories, history, and science—will be written in either first person
or third person.

First person is used for the eyewitness account, the story in which I
tell you what I saw and did, what happened to me:

I gave up trying to figure out what Deena was up to and concentrated on get-
ting drunk. Deep drunk, as fast as possible. After all, I had a long drive home,
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and if I wasn't drunk I'd probably get so bored I'd fall asleep at the wheel. But
somewhere along in there the bartender got my car keys and the next morning
I woke up in my apartment with a hangover, a note telling me where my keys
were, and nobody in bed beside me.

Third person is when the narrator was not present as a character; instead,
the narrator tells you what happened to other people:

Pete finally gave up trying to figure out what Deena was up to and concentrat-
ed on getting drunk. Deep drunk, as fast as possible. The way he figured, he
had a long drive home, and if he wasn't drunk he'd probably get so bored he'd
fall asleep at the wheel. But the bartender was earning his money that night.
He got Pete's car keys, took a twenty out of his wallet, and sent him home in a
cab. In exchange for the twenty, the driver hauled Pete up the stairs and left
him a note on his pillow to tell him which bar his car keys were in. Pete woke up
next morning with his arm reaching out for Deena. He found the note instead.

Notice that the two paragraphs both tell essentially the same story. But as I
got into writing the second version, a simple translation of the first-person
account just wouldn't do the job. In first person you can only write what
the narrator saw when he was there; in Pete's case, that means when he
was there and conscious. In the third-person narration, the narrator could
go on observing even when Pete wasn't too alert. Also, I allowed the third-
person narrator to express an attitude: "The bartender was earning his
money that night." Now, you might take that as expressing Pete's attitude,
or you might not. But in the first-person narration, Pete's is the only possi-
ble attitude.

Your decision whether to use first person or third person is not so
much a grammatical choice as a narrative strategy. If you want the narra-
tor to be a character who takes part in the events of the story, you'll use
first person. If you either want the narrator to be a character who did not
take part in the events, or want the narrator not to be identified as a char-
acter at all, you'll use third person.

Even though you've chosen one overall "person" for the tale, you'll
still have bits in many other "persons." For instance, in a third-person nar-
ration, one character might tell a story to another, and that tale-within-a-
tale could be in first person:

"I just went to the store," she said. "At night. Late. I was juggling the car keys
and the grocery bag and this guy came up. Really weird. He didn't do anything,
but he scared me to death."

Or, in a first-person narration, the narrator might tell about something
that someone else did:

She told me the story, but I couldn't figure out why she was still so upset. She
said she went to the store that night and this stranger got to her as she was fum-
bling with the car keys and a heavy bag of groceries. Didn't do anything to her,
but he was weird, and she was scared to death. But why was it still bothering her
a week later?
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In each case, someone within your tale is telling another story, and that sto-
ry does not have to be in the same "person" as the overall tale, as long as it's
a "person" that makes sense.

What about second person, or third-person plural, or other possible
narrative voices? Well, there's nothing to stop you from trying. A student
of mine once wrote a very effective short-short story in third-person plu-
ral, in which the members of a group of soldiers were never individuated,
and only group feelings and responses were explained. It was strange but
powerful; but then, the story was about the fact that the group was so tight-
ly bonded they might as well have been a single individual.

Second-person singular is used only occasionally in fiction—but in
other settings, you've read it a lot. Every recipe you ever followed was writ-
ten in second person, using imperative mood, in which the word you is un-
derstood but not said: "(You) fold two eggs into batter, beat for two min-
utes or 200 strokes. . . ." Second person also shows up in a few other places,
like the Ten Commandments: "Thou shalt not kill." These both tell nor-
mative stories—stories that you are intended to act out in order to bring
them to life.

Remember, though, that the "person" of a story is the consistent pat-
tern of the narration, the way that the main characters are referred to by
the narrator. Just because the author addresses his readers as "you"
doesn't make the story a second-person narrative. As long as the reader is
treated as the reader, and not as a character in the story, direct address to
the reader has nothing to do with the narrative voice:

You think you know all about crime, don't you? You feel smug, you say "I'd be
calm" or "I'd beat the crap out of him"—but it all falls apart, I promise you.
When I felt the gun barrel in my back, all I could think was Please don't kill me
I'm not done with living yet. In other words, I started to whine inside. I started
to wish I had more money to give him, thousands of dollars, just to reward him
for letting me live.

That passage was a first-person narrative. The direct address to the read-
er told a little hypothetical second-person tale about the reader's sup-
posed attitudes, but the story itself was a first-person account.

Most of the time, though, you'll use either first person or third per-
son, and those are the only two narrative voices we'll examine at length.

TENSE

Almost every story you'll ever read or hear is in past tense. Newspapers,
broadcast news, history, science, gossip, and fiction—the overwhelming
majority of these storytelling forms use the past tense. It's what most audi-
ences expect when they pick up a work of fiction.

There are occasions when present tense is the natural mode. For in-
stance, most of this book is in present tense. I'm not writing fiction, of
course; instead I'm trying to tell you something about the way fiction
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works, the ongoing process. I'm not telling you what happened once, I'm
telling you what happens repeatedly, and so present tense is mandatory.
How-to books, philosophy, and scientific theories (as opposed to scientific
reports on experimental results) are written in the present. All dramatic
literature is written in present tense.

There are also fictional uses for present tense. In the academic/liter-
ary genre, present tense narrative has passed from being a daring experi-
ment to being the preferred tense for short stories—or at least the most
common.

There are other, much stranger possibilities. I can imagine a story in
imperative mood, for instance, as if the readers were receiving directions
from someone speaking through radio receivers implanted in their ears.
(Note that, as with a recipe, the imperative mood in a story requires the
second person):

Go up the stairs. Pay no attention to the child shivering in the dark corner on
the first landing. Step over the vomit and don't put any weight on the railing.
Your key fits half the doors in this building; the other half don't lock. Open the
door with the number 77 on it. Don't bother reading the obscenity scrawled un-
der the number—it isn't in English anyway, and you didn't do very well in high
school Spanish. You don't even remember Spanish well enough to tell if the
graffito is in Spanish. There are a lot of Haitians around here; it might be
French.

Open the door and go inside. Breathe through your mouth. This guy's
been dead for a few days, and these rooms get kind of stuffy in the summer.
Open a window. No, forget that—they're probably stuck shut, and you don't
have much time. You're not the maid here, anyway. Let the police clean it up,
after you call them. But not yet. You've got a wallet to look for. Hold your
breath and try not to look at what's happening to his skin. Don't try to figure
out what he looked like before he got all bloated up. It doesn't make any differ-
ence if you ever saw this guy alive or not. Just go through the pockets, that's
right. Put your hands into the pockets, deep, all the way in, even though the
fabric of the pocket lining is so thin, even though his skin under the pocket is
soft and taut, like leftover corn meal mush in the fridge, jiggly, holding togeth-
er but ready to fall apart if you push too hard.

Take everything out of the pockets, every pocket. You can wash later.
You can shower again and again. You can scrub your hands until they bleed be-
fore you finally feel clean enough to sleep tonight.

Got it all? Then get out of there.

Weird but interesting, right? Still, I don't think I could put up with a very
long story written this way, and for me, at least, there'd have to be some
reason within the story for it to be written in imperative mood. Maybe the
story is an accusation or a speculation; maybe the story is a running mono-
logue, the narrator talking to himself. There'd have to be some justification
within the story, some reason why this strange approach was needed, or
I'd feel as if the author put me to a lot of extra work just so he could dazzle
me with a linguistic special effect.

As long as we're doing special effects, what about future tense? A
story told by a fortune-teller:
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You will meet a tall handsome stranger. Oh? You think that's a cliche? Too
vague for you? Too anonymous? Then let's see how you like the detailed ver-
sion. A tall handsome stranger, but you will pay no attention to him. He will
keep following you around. You will wonder if he plans some sexual or violent
act. He will give you no sign of it. I will not tell you, either. If you want him to go
away, you will have to give him the small red folder. You don't have that folder
yet—it will be given to you by someone you thought was dead. Perhaps it will be
given to you by someone who really is dead. If you give him that folder, he will
go away. Or at least I think he'll go away. The vision isn't clear.

Again, it's easy to imagine writing in an odd tense, but very hard work to
do it—and hard work to read it, too. In reading these two examples, you
were constantly aware that there was something strange about the narra-
tion. Strangeness always attracts the audience's attention, in the story or in
its performance; but strangeness in the writing calls attention away from
the events of the story. That alone is usually enough to make a storyteller
reject a strange tense.

I gave you these examples just to point out that there really are a lot
of options—but almost every time, your story and your audience will be
best served by the tense that is so universally used that audiences don't no-
tice it: the past. Because past tense and first or third person are the con-
ventional choices, they are invisible. The audience doesn't notice them.
Therefore they become a channel between the story and the audience. If
the audience does notice the tense or "person," it is a barrier.

There are many young writers, particularly those with training in
college literature classes, who believe that good writing must be uncon-
ventional, challenging, strange. This is a natural misconception. In litera-
ture courses we study many stories that were written for another time and
place. The language has changed, as have the literary conventions and ex-
pectations of the audience. Also, the most common method of literature
classes is dissection—cutting a story to bits to analyze symbols and discover
sources. We also hear some writers praised because they were revolution-
ary or experimental, violating the conventions and expectations of their
time. So it's no surprise if many young storytellers reach the conclusion
that great writing is writing that has to be studied, decoded, and analyzed,
that if a story can be clearly and easily understood, it must be somehow
childish, inconsequential, or trite.

This is far from the truth. Most great writers followed all but a few of
the conventions of their time. Most wrote very clearly, in the common lan-
guage of their time; their goal was to be understood. Indeed, Dante and
Chaucer were each the starting point of a national literature precisely be-
cause they refused to write in an arcane language that nobody under-
stood, and instead wrote in the vernacular, so that people could receive
their stories and poetry in words they used every day.

In a way, every story you tell is experimental—you have never told
that story before, and your audience has never heard you tell it. There are
plenty of challenges for the audience in the process of getting used to your
voice, to the kind of events and characters you write about. Even when you
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write as clearly as you can, many readers will misunderstand you or reject
your vision of the world. So why would you want to make the story even
more difficult, so that even readers who would otherwise understand and
believe in and care about your story are driven away?

Of course, if your purpose in writing is to be admired, to impress
people with your cleverness or skill, then the story itself is only a second-
ary concern to you, and your writing will be designed to dazzle your read-
ers more than to enlighten them. But if your purpose in writing is to trans-
form your audience, to give them a clear memory and understanding of
truthful and important tales, your writing will be not an end in itself, but a
tool. Sometimes, to tell the tale as it must be told, you will have to violate
conventions or try out new techniques; sometimes this will make your sto-
ry more difficult or challenging to read. But I believe the great writers will
always be the ones who have passionate, truthful stories to tell, and who do
all they can to help their readers receive them.

A rule of thumb: Choose the simplest, clearest, least noticeable tech-
nique that will still accomplish what the story requires.



CHAPTER 14

PRESENTATION
VS.

REPRESENTATION

THERE ARE TWO WAYS OF RELATING to the audience during the perform-
ance of a story. The difference is clearest in theater. In a representational
play, the actors all act as if there were a fourth wall between them and the
audience. If they look in the direction of the audience, they give no sign of
seeing that anyone is out there looking at them. Instead, they pretend that
they're seeing only what would be there if the play were real—another
wall of the drawing room, or the rest of the Forest of Arden. This tech-
nique helps the audience maintain the illusion of reality (or, as it is com-
monly called, the willing suspension of disbelief). Though of course the
audience knows they are watching a play, the actors do as little as possible
to remind them of it.

Of course, no play is ever perfectly representational. For instance, if
the actors sit down at dinner, the major characters—or at least the taller
ones—tend to group themselves on the upstage side of the table, the side
farther from the audience, so they will face the audience. Furthermore,
the script generally has people speaking in coherent language, often with
complete sentences, which real people rarely do. If you know what to look
for, you'll see the actors, the director, the lighting technician, the makeup
artist, the playwright, and everybody else working very hard to sustain the
illusion of reality.

All this is in the effort to deal with the audience's constant query:
"Oh yeah?" And despite the players' best effort to be "real" (David Belas-
co, a naturalistic producer at the turn of the century, once transplanted an
actual apartment, stained wallpaper and all, to the stage), the fact is that
even the most representational theater is still being presented to an audi-
ence, with reality distorted in a thousand ways in order to help the audi-
ence receive it.

Presentational theater, on the other hand, tears down that imagi-
nary fourth wall. The actors don't just admit the audience is there, they
make constant contact with the audience. This style is at its extreme in the
art of stand-up comedy, where the actor even talks to the audience about
the audience's response. (Comedians are actors playing a role, of course—
you don't think Johnny Carson or Rodney Dangerfield or Howie Mandel
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or Elayne Boosler are really like their comedic personas, do you?) The ac-
tors and the audience are engaged in continuous conversation.

Somewhere between the two extremes are the plays where the actors
don't usually speak right to the audience, but still don't attempt to re-
create reality in full. Shakespeare's plays were originally performed on a
nearly bare stage. If you needed the Forest of Arden, an actor would say,
in effect, "Here we are in the Forest of Arden." If they were at a castle,
somebody would say, "For three days we have waited here at Caernarvon
Castle," and this told the audience all they needed to know; their imagina-
tion would supply the trees.

We aren't talking about the difference between romance and realism
here. We're talking about the storytellers' relationship with the audience.
In fiction, the representational writer never addresses her audience. The
narrator never expresses a personal opinion. All the focus is on the events,
and everything is expressed through the point of view of a character in the
story. In a representational first-person account, the narrator has clearly
in mind who it is she's talking to, and it isn't the reading audience. Think of
John Hersey's The Wall, where he carefully maintains the illusion that the
novel is actually a journal written by a participant in the uprising of the
Warsaw Ghetto during World War II. When I read the book at the naive
age of seventeen, I was completely taken in; it took several days of baffling
searches through the library for more information before I finally realized
that the book was fiction. I remember very well the depth of the illusion
and how much more power it lent to the story; when I later wrote my
historical novel Saints, I very carefully framed it as an absolutely represen-
tational document, complete with a "historian" as the narrator and phony
acknowledgments to people who are either disguised or never existed
at all.

On the other hand, fiction can be highly presentational. Kurt Von-
negut is a prime example. He speaks directly to the audience; he refers to
himself; the author's hand is so obvious in the story that the reader never
forgets that he is reading fiction.

Sometimes the boundary between representational and presenta-
tional becomes hopelessly muddied. William Goldman's classic The Prin-
cess Bride is both at once. The romance itself is plainly presentational—the
supposed author, "Morgenstern," makes comments and asides to his au-
dience. But Morgenstern's story is "framed" by a present-day story narra-
ted by a sort of pseudo-William Goldman as a modern screenwriter who is
rediscovering the Morgenstern classic he adored as a child. The present-
day "Goldman" constantly interrupts the flow of the romance to comment
on Morgenstern or on his own reaction to the story. Yet the frame story
itself, about Goldman's experiences as a screenwriter in Hollywood, is
absolutely representational. Goldman sustains the illusion that, while the
romance by Morgenstern is fiction, it really is by Morgenstern. It is, in
other words, a presentational story within a representational one, and if
that sounds hopelessly confusing to you, I assure you that it isn't. Gold-
man manipulates the complex structure so flawlessly that I used the book
as a basic text in my freshman composition and literature class the year I
taught at Notre Dame. After understanding the structure of The Princess
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Bride, my students were quite ready to deal with something as relatively
simple as King Lear.

What does this have to do with you? You must decide where your
story will be on the continuum between presentational and representa-
tional storytelling. Either approach has its drawbacks and its advantages.
You must decide what your story needs—and what you're good at—and
then use that approach consistently.

Whichever way you choose to write, you must let the audience know
immediately what to expect. Nothing is more cruelly jarring than to get fifty
pages into a representational novel and have the narrator suddenly
spring a "dear reader" on us.

Not that it isn't possible to switch from one to another in midstream.
I wrote a novel which seemed to be representational except, perhaps, for a
certain archness of tone—a "toldness" about the tale—and only gradually
dropped hints that the book was being written by one of the characters in
the book, who was writing it in order to persuade another character not to
kill the protagonist. My editor and I finally agreed, though, that I had
been too subtle. I ended up going back and making it plain from the be-
ginning that the book was being written to one of the characters in order to
persuade him to a course of action. The only puzzle I left in place was that
I didn't reveal until the end of the book which character was writing it. I
could have left it the other way, but it wasn't worth the cost to the audience.
The gradual shift in the first version brought no great benefit, and stood a
good chance of seriously diminishing the readers' emotional involvement
in the book.

Here are a couple of story openings, just to show you the difference.
The first is extremely representational—it is meant to feel like a real docu-
ment a character might have produced. The second is extremely presen-
tational—it is meant to sound like a writer who is keenly aware of his con-
temporary audience. Yet, oddly enough, they both are narrated by a self-
conscious narrator, who is sensitive to the fact that he is writing something
he means someone to read:

My name is Macon Anderson and I pray God will guide my pen. I also pray
he'll find some way to keep these scraps of paper from getting found and going
up in flames or down the toilet along with my hope of freedom; I also pray that
he'll find some way to get it out of here and into someone else's hands. But what
are my prayers? Why should you care? You with your house payments and
day-care costs, you with your chance of a promotion and your plans for a vaca-
tion at Disney World, what do you ever pray for, if you pray at all? To hell with
you, anyway. Paper is too precious, this pencil is too short for me to waste more
of it on you. You aren't real, anyway. Real people are the ones whose stink I
smell in the morning, whose hands snag on the rough bark of trees and mingle
their blood with mine, whose eyes look longingly at my scrap of bread and then
study my body, wondering how my strength is holding up, and whether I'm
weak enough now that it's safe to start trying to steal food from me. I'm still too
strong for them—this is how I know that God lives and answers prayers.

Listen tight, boys and girls, this is what you stayed up so late to read. Your
mommy and daddy have gone to bed, you've got the flashlight on under the
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covers, and now I'm going to tell you the story of Mike and Betty Meekly, who
got fed up and shot their parents in the head one day. Your folks don't want
you to read this book because they're afraid you'll get ideas. Hell, they got
nothing to worry about. After years of watching television, you wouldn't know
an idea if it came up and spit in your face.

Remember that I made up this story. It's all lies. So even if you happen to
have heard some news story about some girl who figured her daddy had poked
around in her underwear—for the last time—or about some boy who figured
his folks had hit him with a garden tool—for the last time—even if you saw pic-
tures of that kid getting out of court on a six-month suspended sentence, I
don't want you to start getting the idea that this story is true. OK? Because I
don't want some fruitcake suing me for having led him into killing his parents
because my novel told him it was a justifiable kind of homicide. I want to go on
record right now as saying that even if your parents are the most unconscion-
able swine who ever produced accidental, unwanted, and mistreated off-
spring, I don't think you should kill them. I officially encourage you to avoid
even thinking about murder. I'm just a fiction writer, telling entertaining fibs
for people who haven't got enough imagination to invent their own daydreams
of bloody vengeance.

Both narrators address their audience directly. But the first story is meant
to be received as an actual journal scribbled by a prisoner on scraps of pa-
per, chronicling his life in a concentration camp, while the second one is
meant to be received as a work of fiction, constantly making the reader
aware of the author's not-so-hidden agenda. So the first story's direct ad-
dress to the "audience" is representational—it enhances the illusion that
the story being told is true. While the second story is presentational—it
makes it impossible to forget that the story is fiction.

Two more examples, now, both in third person:

Martin volunteered to do the shopping just so he could get out of the house.
The house was too small these days, too crowded now that he had no job to get
to, now that he could sleep as late as he wanted. He could hear every noise that
Deanne made, mucking around in the kitchen; and she could hear every
sound the television made, as he dozed through his daily pilgrimage through
Jeopardy!, Wheel of Fortune, Superior Court, and The Love Connection. Martin knew
that every theme song was a reminder to Deanne that he wasn't out looking for
work. Every time she spoke to him it felt to him like a reproof, even though he
knew that her words were innocent, that she was walking on eggshells trying to
keep him from getting mad at her again. So he went and did the shopping,
even though it always made him feel even worse because he ran out of money
so much sooner than he ran out of grocery list.

Sary's job at The Daily Record was to go through all the reporters' stories and put
in typographical errors. Now that the paper was set directly from the computer
files that the reporters typed in, there was no typesetting stage in which errors
could be created. Papers might actually start coming out error-free. Manage-
ment was deeply worried about this during the lockout when they got rid of the
damned typesetters union once and for all. Typos were a part of newspaper
life. If they didn't get a hundred letters a week complaining about bad gram-
mar or misspellings, how would they know anybody was paying attention? If
they never had a dumb headline or a screwed-up classified ad, how could they
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ever get a mention in those little end-of-column clippings in The New Yorker? So
they created the position of typographical editor, hired Sary, and set her to
work turning from into form, there into their, taking single lines of text out of one
column and putting them in another, and occasionally getting creative and in-
serting meaningless things like "XxxxxX75 Petunia. There they gSSSgp" into
the middle of an article on some poor geek's presidential campaign. Sary was
good at her job, and took pride in it. The paper got two quotes in The New
Yorker the first year she was on the job, had to make seven "Our Mistake" cor-
rections because of public complaints, and all in all she was worth her weight in
gold. If it weren't for hemorrhoids her life would be perfect. Not that she had
hemorrhoids—she didn't even have a semi-cancerous polyp or anything. Her
boss's hemorrhoids, that's what made life less than perfect for Sary.

Why is the first example representational, and the second example pre-
sentational? In the first story, everything is seen from Martin's point of
view. There is no sense of the narrator intruding with his own evaluation
of things, or even of the narrator supplying any information that Martin
couldn't know. Even Deanne's attitudes are obviously Martin's assumption
of what her attitude must be. The narrator is almost invisible.

In the second example, however, Sary is being talked about. We
aren't getting her perceptions of anything. Instead, we're getting the nar-
rator's snide tone and whimsical invention. The reader can't even be sure
yet whether Sary's job really is what the narrator says it is, or if in fact she's
a copyeditor who happens to get attention only when a typo slips past her,
in which case she gets blamed as if she had deliberately put it there. No
matter what turns out to be true, the narrator has inserted himself be-
tween the audience and Sary. We're going to see her from a distance,
through the narrator's skewed and somewhat wry perceptions.

It is much easier for readers to get emotionally involved in a repre-
sentational story. With their "oh yeah?" response constantly dealt with,
they can forget they're reading fiction and become completely absorbed
in what happens. But the representational writer denies himself the
chance to engage his reader directly; the technique of representational
writing forbids the writer to point things out directly, or to make com-
ments on the scenes he shows. Instead, if the writer insists on making
those points, he must work out a way for a character to say the things he
wants said, or see things the way he wants them seen, and there's nothing
to stop the reader from missing the point entirely.

On the other hand, it is much easier to present clear ideas in a pre-
sentational story; satire and comedy, because they require less emotional
involvement, suffer least from the disruptions caused by presentational
writing. In fact, you might be able to make a good case for the idea that
presentational writing can only be funny these days. A genteel "dear read-
er" interruption is simply not among the current protocols of serious
storytelling, whereas gonzo comic writing almost demands that the narra-
tor remind her audience constantly that fiction is what's going on here. As
long as your story is not one that depends on your audience feeling a deep
emotional involvement with the characters, you can use a presentational
voice with little risk.



Presentation vs. Representation 139

One thing must be understood. The more you rely on the narrator's
voice to carry the story instead of the events themselves, the better your
writing has to be. Because when the audience's attention is drawn away
from the story, it goes somewhere. They're staring at your style close up,
and if your voice happens not to be very entertaining, you've lost them.

Another way of putting it is this: In a good representational story,
the audience will forgive a certain clumsiness of writing because they care
so much about the characters and events. In a good presentational story,
the audience will forgive a certain shallowness of story because they so en-
joy the writer's style and attitude. So you not only have to know what's
good for your story, you also have to know what type of story your particu-
lar talents are best suited for.



CHAPTER 15

DRAMATIC VS.
NARRATIVE

YOU'VE NO DOUBT HEARD THE SLOGAN "Show, don't tell." Under some
circumstances, that advice is good; under others, it's exactly wrong. Story-
tellers constantly have to choose between showing, telling, and ignoring.

Of these, showing is what you do least often; but since showing is also
what takes up the most space, it deceives many critics into saying "The
good writers show much more than they tell." Critics say this because they
examine only the text; we writers know better, because we deal with the
story.

The very terms are misleading. How can you show anything in fic-
tion? The story always has a narrator. On the other hand, in theater and
movies you show almost everything. That's because plays and films are dra-
matic in form. The action unfolds in "real time" while the audience watch-
es. Fiction has a narrator, a storyteller. Instead of the audience seeing
events directly, they are unavoidably filtered through the perceptions of
the narrator.

Yet film is not completely dramatic—it only seems that way to the au-
dience. In fact the screenwriter carefully chooses which information to
present as a scene, and which information to have someone on-screen tell
about, as an off-screen event. If you think about it, films would be deadly
if they showed everything.

Take Three Days of the Condor, a Robert Redford vehicle in the 1970s.
(The book was Six Days of the Condor—they started compressing right from
the start.) If the filmmakers actually showed us everything, it would take
three days to see the film. They left out a lot of stuff. We didn't need to see
every bite he ate, every time he went to the bathroom, every step he took.
To suggest a journey, they only had to show him starting out and then ar-
riving. To suggest a night's sleep, they only had to show him going to bed
in darkness. If we then see him walking around in daylight, we assume it's
the next day. We fill in the trivial information. We don't need to be told it,
because it has nothing important to do with the story. This is the stuff that
gets ignored—and fiction writers make the same kinds of choices all the
time.

A lot of information that is important to the story is still not impor-
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tant enough to be worth a whole scene. For instance, if characters are
searching for vital information, and it takes a day of poring over files and
books, we need only a montage of short clips of mountains of books,
armloads of files, weary-looking actors getting bleary-eyed from read-
ing—thirty seconds of film time. This is the filmic equivalent of "telling."
In fiction, you would have covered the events of the search even more eco-
nomically, by saying, "They went through nineteen file drawers, paper by
paper. They cracked open books that had ten years of dust on them. Even
after all that searching, they almost missed the answer when they found
it." There it is—a day compressed into three sentences.

It would be ridiculous to show all that searching instead of telling it.
While the fact that they worked hard to get the information is important
to the story, it isn't important that the reader actually experience it. In-
stead, the storyteller gives them enough information to let them know
that the search happened, that it wasn't easy. Then the storyteller relies on
the audience's memory of similar hard research in their lives, or their
imagination of how hard it must be or how boring it would be to do all that
reading. In this case the right advice is "Tell, don't show." That is the nar-
rative technique, to tell what happened without taking much time.

The important scenes, the ones that must be presented dramatically,
are relatively rare—but they end up taking the bulk of the screen or stage
time because "showing" is so terribly time-consuming. What you show as a
scene will stick in the audience's memory far more than things that are
only told about. To the audience, what seems to happen in a film is all the
neat scenes, all the tense moments. But the storyteller knows that most
things that happen in a film are only told about, hinted at, glossed over,
just as most things that happen in fiction are given in brief narrative form.

What is the difference between dramatic and narrative, between
showing and telling in fiction?

For sixteen years I put up with his constant whining. His students were stupid.
He was never given any good courses to teach. They always assigned him the
most worthless graduate students to advise. He was sure they would never re-
new his contract. When they renewed it, he was equally sure they'd never give
him tenure. By the time the decision was made, I was praying he was right.

Unfortunately, he got tenure—and a raise every year, his own personal
computer, and several good convention trips a year, and all the time I had to
listen to his whining in faculty meetings, the faculty lounge, the corridors; even
in my office I could hear him whining clear down the hall. It was too much to
hope that another university would hire him, though I praised him to every de-
partment chairman I met, hoping they'd try to lure him away.

I began to dream of ways he might die. A fall in the snow. Getting run
over by a truck. His bookshelves tumbling over on him. Accidentally taking an
overdose of Serutan. I imagined him arriving at the emergency room, whim-
pering at the doctors and saying, "I know you're just going to let me die." I
imagined the doctors saying, "Damn straight."

But I didn't kill him.

He came into my office without knocking, something even my wife doesn't do.
"I don't know why I put up with this," he said.
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Oddly enough, exactly the same sentence was running through my
mind.

"This new rule about doing our own photocopying is obviously aimed at
me," he said. "They're trying to harass me into leaving."

"If you'd have your students buy textbooks instead of copying entire
books for them—"

"There is no single book that is suited to my classes. But I should have
guessed you'd act like this. You probably suggested that they cut off my photo-
copying privileges."

"There's a cutback. We lost two student aides. It has nothing to do with
you."

"So you're one of them. Fine. I don't need you. I can get a job anywhere."
If I had thought there was a chance he'd actually quit his job, I would

have said something snide. However, I knew perfectly well that his whining
would eventually lead the chairman or the dean or somebody to assign a stu-
dent aide to him personally, just to do his photocopying—and if I said anything
nasty to him in the process, he'd whine about that, too, and I'd end up sitting
through meetings with the dean about my inability to be supportive of other
faculty members.

So I didn't say anything. I just looked him in the eye and smiled, hoping
all the while that he would die. It was a deep, sincere desire, one that I had of-
ten felt before. But I didn't kill him.

The same two characters; pretty much the same information. We learn
that there is tension between them, and the narrator believes that the con-
flict arises entirely from the other teacher's whining. But the first version
is merely told, not shown.

What difference does it make? Notice that the second version, the
scene, takes longer, though it gets through far less overall information
and covers far less time than the narrative version.

At the same time, the pure narrative seems like a mere prelude. It is
leading up to the story. We expect it to be followed by a scene. After read-
ing the narrative paragraph, we still feel that nothing has yet happened.
But at the end of the scene, we feel that something has happened.

The scene makes the tension between characters more immediate
and real. But the narrative makes it seem as if it has gone on longer, so that
the annoyance isn't triggered by a single incident, but rather by a cumula-
tive list of offenses.

Which one of these is the "right" choice? Either one could be right;
either could be wrong. Factors like rhythm, pace, and tone come into
play—these are outside the scope of this book. However, if the author
wanted the reader to get a feel for the murder victim, to remember him as
a character instead of simply getting the narrator's attitude toward him,
this or some other scene would be essential. Characters are made more
real through scenes than through narrative.



CHAPTER 16

FIRST-PERSON
NARRATIVE

WHEN YOU USE A FIRST-PERSON NARRATOR, you are almost required to tell
the story in someone else's voice—the voice of the character telling the
tale. A careless writer will have all her first-person narrators talk amazing-
ly like herself, but if you take characterization seriously, the use of first
person will lead you to discover a new voice for each story told by a differ-
ent narrator.

One mistake many writers have made—particularly nineteenth-
century humorists like Artemis Ward—is to make the first-person narra-
tor's voice so eccentric or heavily accented that the story becomes almost
unreadable. In fairness, I should point out that in Ward's own time, sto-
ries tended to be read aloud; the heavily accented writing did not slow
down the pace, since reading aloud is already slow; and it also provided
the reader with a guide to pronouncing the comical accents.

But by and large you should attempt to create the narrator's voice
through his attitude and implied past, letting the speech reflect his educa-
tional level and regional accent only in syntax and word choice, not in odd
spellings or endless pronunciation guides. Nothing is more deadly than
trying to read sentence after sentence written like this: "Ah niver did fig-
gah out whah in hivven's name a good ol' boah lahk 'at wen' crazy an'
stahted in killin' folks." Furthermore, the narrator doesn't hear his own
accent anyway, and so would never write it that way. The narrator would
write: "I never did figure out why in heaven's name a good old boy like
that went crazy and started in killing folks." That's what he thinks he said,
and it's only because you have a different accent that you think his words
should be spelled another way.

Cheapest of all is when writers try to show someone is uneducated by
using apostrophes willy-nilly: "I'm goin' t' th' store, Nell. We're runnin'
out o' beer." In the first place, most people, even educated people, drop
letters in normal, informal speech. Anyone who never does is a hopeless
prig. In the second place, the dropped g in ing endings is actually older
than the pronounced g, and therefore is arguably more correct; certainly
it is a natural survival of the ancient spoken tongue, and doesn't really de-
note an uneducated person—except to someone who is uneducated. It al-
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most invariably comes across as a way for the author to show that he sneers
at the person who speaks that way, and only rarely is this the conclusion
you'll want the audience to reach about your first-person narrator.

WHICH PERSON IS FIRST?
The main limitation on the first-person narrative is that your narrator has
to be present at the key scenes. A first-person narrator who merely hears
about the major events of the story is no good to you at all. So you have to
work your narrator into the action so tightly that he is present whenever
you need him to observe something.

The easiest way is to make the narrator the protagonist (or vice
versa—make your protagonist the narrator). The trouble here is that the
protagonist is the character with whom the audience sympathizes. She is
likely to do interesting and important things during the course of the sto-
ry, or suffer terrible loss or pain; how well will her voice serve to tell about
these things?

For instance, if one of the key events is the death of the protagonist's
beloved child, how coherently is she going to be able to write about the
events leading up to it? If she is too emotional, it will become melodramat-
ic; if too graphic, it will become unbearably intense. Yet if you retreat, and
her narration becomes clear and cool, you run the risk of having the audi-
ence regard her as cold and heartless. This is not to say it can't be done—it
just requires a careful balance.

The timid writer, of course, will decide not to show that key event at
all, or will use telling rather than showing:

We finally got Johnny into a decent school, Bill's job was settling down, and I
could forget about those people and their terrible phone calls for hours at a
time. I thought everything was going to be all right, until I heard someone
screaming and pounding on my door one day. I knew at once that those people
hadn't forgotten me, that they had done something terrible, just like they said.
I opened the door. It was my neighbor, Rainie. "He just drove off!" she cried.

"Matt's calling the ambulance—"
There's no point in me telling you about the next few days. If you have a

child of your own, you already know; if you don't, you can't possibly under-
stand. They didn't try to contact me until we got home from Johnny's burial.
Maybe it was a sense of decency—presumably they have children, too. More
likely they were waiting until they thought I was calmed down enough to be ra-
tional. To listen.

I listened. I still had a husband and two other children.

The narrator isn't out on the street watching when her child is killed. No
horrifying moment as she realizes that the truck is going to jump the side-
walk and hit her son. No descriptions of a crumpled body on the street.
For a first-person narrator to describe such things at all might seem
ghoulish. To adequately express the emotions might be impossible. To
describe it all coldly would be too clinical. Yet to skip over the events, as in
the example, is rather coy.
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Choose one. Maybe coyness is in character; maybe the character is
clinical. Maybe you're a good enough writer to tell the immediate feelings
of a mother who watched her child die—without getting maudlin or gro-
tesque. These choices are all available.

But there are several other choices to keep in mind. You can decide
to use a different narrator. Why not the neighbor woman, Rainie? Make
her the protagonist's close confidante, so she can be closely involved in this
woman's struggle. She can actually see the accident with the less passion-
ate horror of a bystander, avoiding the much stronger emotions of a par-
ent. She has enough distance to be a clear, direct narrator; enough close-
ness to witness everything.

Or you can use a third-person narrator—with all the drawbacks and
benefits that entails. We'll discuss those later.

Arthur Conan Doyle chose well in deciding not to have Sherlock
Holmes narrate his own stories. Using Watson as narrator allowed Doyle
to withhold information from the audience without being unfair. Holmes
knew certain information, but Watson didn't, so Watson could tell us all
that he knew in the order he found it out, without spoiling the surprise.
Since Watson never knows as much as Holmes, neither do we.

There is another benefit, though. Imagine if we had to listen to
Holmes's intellectual, arrogant tone through every word of the story. In-
stead of admiring his godlike mind from below, we would find him insuf-
ferably conceited. He might even be ridiculous. This is the choice Agatha
Christie made with Hercule Poirot—but Poirot was never worshipped as
audiences have worshipped Sherlock Holmes.

The narrator's voice is your greatest asset—and your greatest draw-
back. Your first-person narrator can't be a bore, or your story will be bor-
ing. She can't describe herself performing noble acts, or she will seem vain
for having told the tale at all.

Yet you can tell us much about your narrator by showing him do a
brave, heroic act without him giving us a sign that he realizes the act was
heroic at all. Or he can do something terrible, all the while explaining ex-
actly why his crime was not a crime at all, but a necessary act—while we lis-
ten in horror.

She wouldn't be quiet, even when I tried to tell her how important it was for her
not to say those things. There's some things a man just doesn't have to put up
with from a woman. You listen to them blab on all the time about their girl
friends and going shopping and what the kids did, and you figure that's just
what women's heads are full of. But when she starts getting down on a man for
doing what men do, well, that's over the line, that's more than a man has to put
up with. What she's really doing, she's just trying to get you to prove to her that
you really are a man, maybe sometimes just because you've been too tired some-
times, or too nice about it in bed, so you hear her talking like that, you don't put
your hands in your pockets. You knock her around, you let her know that you
still got the power in your arm, you still got the strength to be the man she
needs you to be. It hurts her, of course, but it hurts her sweet, that's what my
dad always said, she gets a bloody lip but it tastes sweet to her because she
knows she's got a real man. Only this time she just wouldn't quiet down, she just
kept yelling at me and saying crap that I don't have to put up with, and then she
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kept trying to go out onto the street and spread all our family business all over
the neighborhood, and I couldn't let her do that, could I? You wouldn't either,
man, and don't tell me you never hit your woman a little bit harder than you
meant to, what with her mouthing off.

We may not love this character, but we know him better from hearing his
version of his actions than we ever would by hearing them described by
someone else. This passage ostensibly defends the narrator's mistreat-
ment of his wife, but in fact it reveals very clearly his monstrous miscon-
ception of the way other people think and feel. That's one of the best rea-
sons to use first person—to let us live for a while in a strange or twisted
world, to see the world as someone else sees it. Yet because the narrator is
not the author, but rather a character, the readers know that the author
doesn't necessarily agree with the narrator. In fact, in this passage, if I
handled the irony properly, it should be clear to a late-twentieth-century
reader that the author is completely out of sympathy with the narrator.

NO FOURTH WALL
A third-person narrator flits like an invisible bird from place to place—
readers don't usually spend much time worrying about how she happens
to know all this stuff, or why she's writing it down. The narrator is a story-
teller, plain and simple; we ignore her, and listen to the tale.

But the first-person narrator is physically taking part in the story.
Therefore, he must have some reason for telling the story. By implication,
he must also have some idea of who his audience is. Even though you, the
author, may be maintaining a fourth wall between your characters and
your readers, he, the narrator, is not keeping that fourth wall between
himself and the audience he thinks he's telling the story to.

The most common way of dealing with this problem has always been
the frame story. Several people gather, conversing; one thing leads to an-
other, until one begins to entertain or inform all the others by telling the
main story. No one expects anything significant to happen in the frame—
it's just an excuse for the first-person narrator to tell his story to an audi-
ence that is not the reader of the book. The frame is told in third person;
only the tale-within-a-tale is told in first person.

You know of many examples, I'm sure. Rudyard Kipling used the
device often; H. G. Wells's The Time Machine has a frame story, as do
countless tales-told-in-a-bar. One drawback is that such stories are oral,
and so you deny yourself the use of formal written language. Another
problem is that since the story opens with the frame, if the frame is dull
the audience may never get to the story you really care about.

The frame is not the only way to deal with the fact that the character
is narrating a story. Some first-person stories are told as epistolaries, let-
ters from one person to another (The Color Purple, for instance). Some are
cast as speeches, diary entries, essays, explanations to a judge, confessions
to an analyst (remember the punchline at the end of Portnoy's Complaint?).
The narrator's purpose in writing may be to tell a curious tale, to persuade
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the presumed audience to a course of action, to excuse the narrator for
some crime. Or the narrator may be explaining why he admires his friend,
who is the protagonist of the story—which is presumably the reason why
Watson set down his tales of Sherlock Holmes and Archie Goodwin told
us of the exploits of Nero Wolfe.

In choosing a first-person narrator you should have in mind what
his reason is for telling the tale; tale-telling is part of his character. Wheth-
er you explain her purpose or not, knowing it yourself will help you shape
and control the presentation of the story; it will help establish which
events the character would tell and which she would leave out, which she
would lie about and which she would tell straight.

UNRELIABLE NARRATORS

What? Your first-person narrator might lie? Of course. But if you mean
him to be a liar, you must find ways to let your audience know that he is
unreliable.

The easiest way is to have him get caught in one lie and admit it—the
audience immediately begins to suspect him of lying about other things,
too. Even then, your audience has a right to expect that you, the author,
will let them know which of the narrator's statements to believe and which
are lies.

One way to clue in the audience is to establish another character, not
the narrator, whose word we trust, and let her corroborate the key events
that really happened. Usually this corroboration takes place in scenes
within the story, but some storytellers go to the extreme of letting this
more reliable narrator take over the first-person narration part of the way
through.

Switching first-person narrators in mid-story is usually ineffective
and always difficult, because it violates the illusion that the character is
"really" telling the tale. But if you find you must change narrators, it helps
to give your readers some clue. For instance, if the first eight chapters are
narrated by Nora, you might put in a division page that says, "Part I:
Nora." When Pete takes over as narrator, again you put in a page that is
blank except for the words "Part II: Pete." Or you could establish multiple
narrators in a frame—both characters are present in the bar or the court-
room, and we expect both to tell their parts of the story.

More difficult than changing to a more-reliable narrator is the tech-
nique of letting us know the truth of the story by implication. The narra-
tor is lying about the things that matter to him; you must therefore care-
fully let us know his motive for lying so that we'll know which parts of his
story would need to be faked to accomplish his purpose. Is he concealing
the facts about his own crimes? Then you can lead us to doubt his words
concerning his own alibi or his own reaction to the crime. Is the story a let-
ter in which the narrator is trying to persuade another character of his
faithful love for her? Then obviously we will doubt his story about what
actually went on when he was alone in the room with her rival.
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The use of an unreliable narrator can add a delicious element of un-
certainty to a story, with occasional revisions of the readers' understand-
ing of all that went before. But used badly, or to excess, the unreliable nar-
rator leaves the reader wondering why he's bothering to read the story, or
furious that the author never let him know what "really" happened. It's a
dangerous thing to attempt, and only occasionally worth doing.

One exception, just to show you what it's like when it's done well, is
Thomas Gavin's brilliant novel The Last Film of Emile Vico. The first-person
narrator is a 1930s movie cameraman, writing the book as a memoir of his
relationship with Vico, who has recently disappeared under mysterious
circumstances. But we soon realize that the narrator, Griswold Farley, sus-
pects himself of murdering Vico—or rather suspects the other personali-
ty that occasionally dominates him, a figure he calls Spyhawk. He suspects
Spyhawk because Spyhawk seems to know more about the events sur-
rounding Vico's disappearance than Farley himself knows. However, Far-
ley can't be sure—in the past, Spyhawk has caused Farley to feel guilt for
wrongs that he didn't commit. Thus Farley himself knows that his own
memories are not reliable; nor can he trust the feelings Spyhawk gives
him. The result is that the entire novel is structured as an idea story—Far-
ley and the reader are trying to discover the truth about the mystery of Vi-
co's disappearance and Farley's involvement in it.

Another reason to study Gavin's book is that he handles the first-
person point of view so expertly. The narrator constantly sees everything
from a camera's-eye view, as if he observes even his own life through a
lens; indeed, his alternate personality is exactly the kind of "spy" that a
cameraman represents. This motif shows up throughout the narrative, so
that it's part of the narrator's self; after a short time, the reader is no long-
er consciously aware of it, yet continues to see the story as if framed in a
camera's shot.

At the beginning of chapter eight, as Farley launches into a flash-
back, he switches to present tense, because he is writing this part of his
memoir as if it were a movie script. Instead of being an odd, inappropriate
choice, present tense has purpose and meaning within the story; it is ex-
actly appropriate for what narrator Farley and author Gavin are trying to
accomplish.

DISTANCE IN TIME
One thing Gavin is wrestling with in The Last Film of Emile Vico is a problem
that comes with all first-person narrators: the problem of time. The nar-
rator, as a participant in the events, is telling about what happened in the
past. He is looking backward. He is distant in time from the story itself.

Contrast this with the third-person narrator. Even though most
third-person accounts are told in past tense, they feel quite immediate.
There is not necessarily any sense of the narrator remembering the events.
They are recounted as they are experienced. There is no distance in time.

However, with third person there is distance in space. That is, the
narrator, though she can dip into one or more minds, is never a person
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who is actually there. She is always an invisible observer, always at some
distance.

So first person is distant in time, third person in space. Consciously
or not, storytellers struggle to break down both barriers and achieve im-
mediacy. The use of present tense and stream of consciousness were at-
tempts to bridge the first-person time barrier—with little success, I might
add, since both techniques tend to drive away the vast majority of the po-
tential audience. The use of deep penetration in the limited third person
is an attempt to break down the barrier of space in that narrative voice,
and it works very well; thus it has become the most widely used narrative
approach. (I'll explain "deep penetration" when I deal with third person
in Chapter 17.)

One way to minimize the distance in time is to have the first-person
narrator tell the story in chunks, writing it as the story goes along. Gavin
does this in Emile Vico. The memoir is begun in a hotel room, where the
narrator is in hiding, afraid that a relentless-seeming police detective is
going to find evidence linking him to Vico's disappearance. At the time
the early chapters are written, the narrator himself does not know how
things will come out. He does not know the end from the beginning, be-
cause the first part, at least, is written before the story has ended—solving
another problem with first-person narration that I'll deal with more in a
moment.

Another example of solving the time-distance problem is Gene
Wolfe's historical novel Soldier of the Mist. The narrator is a former soldier,
apparently a survivor of the invading Persian army at the time of Ther-
mopylae. A wound—or a curse from the gods—has stolen from him his
ability to retain long-term memory. He wakes up each morning remem-
bering nothing from the night before. So the novel is written as the jour-
nal he keeps to remind himself of his entire life—the book becomes his
memory. Each day he begins by reading all of the book to date, until it be-
comes too long; his friends or fellow travelers even have to remind him to
read the book, because he forgets that he has written it. Therefore there
are gaps during the times when he forgot the book existed, and what hap-
pened during those lost sections can never be recovered except for the
few scraps of information that others can give him about himself.

Certainly this book has defeated the first-person time-distance prob-
lem—but, alas, at a high price, since we are forced to put up with some of
the repetitions and irrelevancies that such an artless character would in-
clude in a book he is writing, not to entertain, but to inform himself. In
short, the very truthfulness of the characterization makes it harder to
maintain the intensity of emotional involvement, since reading itself be-
comes hard work under that circumstance. In the art of storytelling, every
good thing has its price. In the case of Wolfe's and Gavin's books, the price
is well worth paying—in my opinion. Other readers, though, may not
agree. Each author has treated his first-person narrator more realistically,
which opens his book to one group of readers; but in the process, the book
has also been closed to another potential audience. That's what happens
with every choice you make.
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WITHHOLDING INFORMATION
One technical problem with most first-person stories, arising out of dis-
tance in time, is that the narrator knows the end of the story. There's real-
ly nothing to stop him from announcing it from the start. Imagine a book
that begins this way:

In the Case of the Vanishing Hitchhiker, we found out by the end that the
hitchhiker was really the long-lost daughter of the man who picked her up,
traveling in disguise, and he never knew it until long after he killed her and
threw her body into the newly poured cement foundation of his new office
building.

After that sentence, there isn't much of the mystery left to wonder about
through the rest of the book. Yet potentially the first-person narrator
could give us such information at the beginning of most stories.

Telling the end at the beginning is a fatal error only with idea stories;
many a character or milieu or event story thrives on the dramatic irony
that comes from knowing the end from the beginning. Still, the fact that
the first-person narrator doesn't tell us the ending is a constant, uncon-
scious reminder of artifice. She is deliberately leaving us in suspense. So
unless the narrator is supposed to be a mystery writer, leaving us in sus-
pense is probably out of character for her.

This is not the problem it might be, because the contemporary com-
munity of writers and readers has developed a convention for dealing
fairly with the reader in first-person stories. Readers allow the first-
person narrator to withhold the ending, as long as he tells us at each stage
in the story all that the character knew at that point in time.

If the narrator is a detective, he tells us everything that the barmaid
told him after he gave her a sawbuck tip. He doesn't say, "She told me
more, too, but I didn't realize how important it was till later," and then
hold back the information until the end of the story—if he does more than
a few times, we start to get annoyed, and properly so. The author is did-
dling with us. She is creating more distance between us and the story by
making the narrator an artificer, our enemy in the quest for information
instead of our ally. The author who does this usually thinks she's increas-
ing the suspense. In fact, she's weakening the suspense by decreasing the
readers' involvement with and trust in the narrator.

That was only a mild example. You've seen worse—and if you'll
think back to your response at the time, you'll realize how annoying it was,
how very ineffective and distancing. For instance, instead of saying "She
told me more, too" at the time of the interview, some authors don't even
say that much—they just have the character remember at some key mo-
ment later on, "I thought back and remembered something else the bar-
maid said, something that didn't seem important to me at the time." Now,
if what he remembers is something he told us she said at the time, that's
perfectly fair; but if this is new information to the reader, we have a right
to feel that we've been improperly deceived.
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The worst case is when the first-person narrator refuses to tell us
something that he himself did. Some of the best writers have done this, of
course, but that doesn't make it any less faulty. Here's a passage near the
end of a mystery novel:

Everything was clear in my mind now. Only a few things remained to be done,
to set things up properly. I called Jim and asked him to make a couple of phone
calls, and I stopped at the Seven-Eleven to buy a simple household article.
Then I drove to Maynard's mansion and rang the doorbell. Everyone would be
there that night, I knew.

Until now the narrator has been telling us everything he did at the time he
did it. Now, though, he is deliberately withholding information about
what he did—who it was that he asked Jim to call and what simple house-
hold article he bought. Now, if it has been established that the narrator is
consciously writing a mystery story (as with Archie Goodwin in Rex Stout's
mysteries), then the character is perfectly justified in violating the conven-
tion of telling what the narrator knew at the time he knew it. But if the nar-
rator has not been established as a mystery writer, this technique will vio-
late his character and introduce falseness into the tale.

The fact that the narrator is telling the story at all makes it obvious
that whatever risks she went through in the course of the story, she lived
through it, so putting the narrator in jeopardy of death won't be terribly
convincing. There are other kinds of jeopardy, though, that can still work
fine. While the first-person narrator can't die, that doesn't mean that ter-
rible, irrevocable things can't happen to her. In Stephen King's Misery,
one of the horrors of the book is that the narrator, though he obviously
survived, still lost limbs and other appendages to his mad captor's blade.
When his captor threatened to do awful things to him, we knew that those
awful things could actually happen; the jeopardy was quite convincing.

LAPSES

All these drawbacks to first-person narrative are problems that arise when
you handle first person well. Alack, I'm forced to tell you the sad truth that
first person is very difficult. Though first person is usually the first choice
of the novice storyteller, since it seems so simple and natural, it is consider-
ably harder to handle well than third person, so that the novice usually be-
trays himself.

Where do the mistakes come? Most commonly, the novice writer in-
advertently confesses in the first page that the first-person narrator is a
fraud, that he is merely a mask behind which an incompetent writer is try-
ing to hide:

I watched Nora from across the room, the way her hands danced in the air like
mad ballerinas, graceful and yet far too busy. She was upset, worried about the
upcoming deal. The people who tried to converse with her were all so boring,
their talk so petty; yet she tried to act as if she were interested, even excited
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about the subject at hand, so that they would never guess how tense she was.
She thought back to how things began, back in Rotterdam in the last years be-
fore she met Pete and her life dissolved in ruins . . .

I don't need to go on, do I? There is no way in the world that the first-
person narrator can possibly know what is worrying Nora, or her motives
as she converses with other people. Still, he might be merely guessing at
her thoughts or motives—until we get to the last sentence, where he gets
inside her head for a flashback. This is simply impossible—it is a tech-
nique of third-person narrative, one which is completely unavailable to
first-person narrators unless they happen to have supernatural powers.
Yet you would be amazed how many young writers make this mistake.

The first-person flaws in this next example are more subtle:

I awoke with a brutal headache. My hand brushed a paper off my pillow as I
reached across the bed. I opened my eyes and winced against the pain of the
sunlight streaming through the window. I was overcome with a sense of terri-
ble loss; grief streamed through me again. I got up and staggered to the bath-
room, each step like a knife through my head. I took the aspirin bottle off the
shelf, turned it upside down. I turned on the water and got into the shower. It
beat down on my head, streamed down my face, rivulets pouring down my
body, cleansing me. I toweled myself roughly, then dressed in the same clothes
I had dropped on the bathroom floor. Grief was all I could think of, grief so
deep I felt nauseated. There was nothing to eat in the kitchen except peanut
butter, graham crackers, and baking soda. I put a teaspoon full of baking soda
in a glass of water and drank it down.

The flaw here isn't that the passage is cold and melodramatic by turns—
though of course it is. The flaw is that the first-person narrator is watching
himself as if from a distance, not seeing inside his own head at all. He sees
what he does, but never why. We watch him as if through a camera—but
since he is the narrator, he wouldn't watch himself do these things, he
would remember them from the inside.

He didn't observe these actions when they were going on, he per-
formed them. Yet we are given no clue about what any of his actions
mean. He might be hung over, but he might also be sick. And why are we
told so much about the shower? What does the shower mean? Why does it
matter? It seems like any other shower. We all get wet in the shower. We
all have the water beat on our heads and stream down our faces; the whole
point of showers is for them to cleanse us. There is no reason for us to be
shown this particular shower, because it is no different from any other
shower, and the narrator has given us no reason to think it means more
than usual.

In fact, if a friend of yours were telling you a story, and he got off on-
to a tangent about his shower—"the water felt so good beating down on
my head, streaming down my body, cleansing me"—wouldn't you tell him
to forget about the stupid shower and get on with the story? Of course you
would. So why should the reader, who is not your friend (and unlikely to
become one, if you write like this), put up with such irrelevant nonsense?

The only seeming exceptions are the two melodramatic sentences
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about strong emotion: "I was overcome . . ." and "Grief was all I could
think of . . ." Yet even here, we are not told what he is grieving about. So
this barely qualifies as being inside the narrator's head. Instead we are giv-
en abstract labels for emotions, not the experience of those emotions, or the
reasons why the narrator feels them.

If there is any point to using a first-person narrator, it is in order to
experience everything through his perceptions, colored by his attitudes,
driven by his motives—yet we got nothing of that in this sample. This sup-
posedly First-person account is as impersonal as a phone book. It is also ex-
actly what a majority of novices do when writing first-person accounts.

Here is the same passage told more as a real person might tell of it:

I woke that morning with a brutal headache. I reached out for Nora, as usual,
but the bed was empty. Just a piece of paper, which I brushed off my pillow,
not caring to know what the note said. It wasn't from her. She hadn't been here
for days. Months. When would I stop reaching for her? On my deathbed would
I expect to find her there, and once again be disappointed? No, maybe on my
deathbed she'd be there, watching me so she could enjoy the process, the bitch.

I opened my eyes and regretted it at once—sunlight streaming through
the window is never kind to a man with a hangover like the one I had. I got up
and staggered to the bathroom, each step like a knife through my head. The
shower was too cold, then too hot, and they don't make a brand of soap that
could have made me feel clean. The aspirin bottle was empty, of course, but it
didn't matter—there weren't enough aspirin in the world to deal with a head-
ache like mine.

I toweled myself roughly, punishing myself for being the kind of jerk
who has to wake up alone. Then I got dressed. I wasn't completely unciv-
ilized—I thought of putting on clean clothes. But it wasn't worth the effort. I put
on the same clothes I had dropped on the bathroom floor.

There was nothing to eat in the kitchen except peanut butter, graham
crackers, and baking soda. The peanut butter and graham crackers made me
want to puke. I put a teaspoon full of baking soda in a glass of water and drank
it down. Turned out even worse than I expected. I went back into the bath-
room and threw up. Oh what a beautiful morning.

This version, while it still doesn't tell us why Nora left, at least gives us
more reason to care about what's going on. We aren't seeing the narrator
from the outside, we're watching him from the inside—which is exactly
what first-person narration is supposed to do.

Note that we get characterization this time, which was almost entire-
ly missing from the first version of this passage. We know why his hand
brushes the pillow; we know why he doesn't pick up the note. We know
how he feels about Nora—not just nebulous and melodramatic feelings of
grief, but clear, specific attitudes and emotions. He doesn't describe the
shower, he responds to it—an attitude, not a photograph. We know why he
decides to wear the dirty clothes from the day before.

Your first-person narrator might be the kind of person who doesn't
easily confess his motives or his feelings. Of course, in that case one won-
ders why he would write the story at all, or why the author would be so
self-destructive as to attempt to write a first-person story told by a taciturn
character. If for some reason you do want to write a story told by such a
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character, even he would not write the first version of this passage. If he is
not in the mood for confession, he would not describe his morning. In
particular, he would not confess to such things as putting on dirty clothes;
nor would he describe something as private as a shower.

If the first-person narrator doesn't want to confess anything person-
al, that is also an attitude, and will show up in his writing:

Everything that happened to me this morning? All right, I woke up hung over
and there wasn't any aspirin in the cabinet. I tried to settle my stomach with
baking soda and ended up puking. I put on dirty clothes and went outside and
spent the rest of the morning yelling obscenities at passing drivers and kicking
dogs and little children. I ate lunch at McDonald's and didn't throw away my
trash or stack my tray. That took me up till noon. Is that what you wanted to
know?

First-person narration must reveal the narrator's character or it isn't worth
doing. The narrator must be the kind of person who would tell the tale,
and her motives and attitudes must show up in the story. If you find that
you can't do this, then you have three choices: You can admit that first-
person narrative isn't going to work in this story, and switch to third per-
son; invent your first-person character and create her voice by discover-
ing her attitudes, motives, expectations, and past; or experiment with oth-
er first-person narrators until you find one whose character you can
create.



CHAPTER 17

THIRD PERSON

MOST WRITERS DON'T ACTUALLY THINK OF THEMSELVES as God. We are
much too humble for that. But within the world of our story, we do have
nearly absolute power. Our characters live and die by our decisions; their
families and friendships, location and livelihood depend on our whims.
They go through the most terrible suffering because we thought it would
be more interesting if they did, and just when they finally settle down to
live a normal life again, we close the book and snuff them out.

Unfortunately, all that godlike power is usually used in private. We
may be manipulating our characters like tormented puppets through the
landscape of our own demented minds, but we conceal all that from our
readers. All our artistry as performers of fiction is designed to give the au-
dience the illusion that our characters do what they do for their own rea-
sons, that our story is a natural, believable series of events.

The only time we can act out our godlike role in front of the audi-
ence is when we write using the third-person omniscient point of view.

OMNISCIENT VS. LIMITED POINT OF VIEW
As an omniscient narrator, you float over the landscape wherever you
want, moving from place to place in the twinkling of an eye. You pull the
reader along with you like Superman taking Lois Lane out for a flight,
and whenever you see something interesting, you explain to the reader
exactly what's going on. You can show the reader every character's
thoughts, dreams, memories, and desires; you can let the reader see any
moment of the past or future.

The limited third-person narrator, on the other hand, doesn't fly
freely over the landscape. Instead, the limited narrator is led through the
story by one character, seeing only what that character sees; aware of what
that character (the "viewpoint character") thinks and wants and remem-
bers, but unable to do more than guess at any other character's inner life.
You can switch viewpoint characters from time to time, but trading view-
points requires a clear division—a chapter break or a line space. The limit-
ed third-person narrator can never change viewpoints in mid-scene.
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What Omniscient Narrators Do Best
Only the omniscient narrator can write passages like this:

It took Pete two months to work up the courage to ask Nora out. She was so del-
icate-looking, so frail-boned, her skin translucent, her straw-brown hair wisp-
ing off into golden sparks around her face. How could a beer-and-football guy
like Pete ever impress Nora Danzer? So he studied the kinds of things that
fragile beauties are impressed with—the current exhibit at the Metropolitan
Museum, the art of cinema; he drew the line at opera. When he was ready at
last, he wrote his invitation on a whimsical Sandra Boynton card and left it on
her desk with a single daffodil.

He didn't leave his office, didn't dare to pass her desk until eleven
o'clock. The single flower was in a slender vase. She looked up at him and
smiled that gentle smile and said, "I've never been asked so sweetly. Of course
I'll go."

Taking her out was like taking a final exam. Pete knew he was failing, but
he couldn't figure out why. He kept bumbling along, trying to impress Nora
with his sensitivity, never guessing that Nora was much more comfortable with
beer-and-football types. She had grown up with brothers who thought that

"fun" was any outdoor game that left scabs. She had often told her friends that
all but six of her delicate, fragile bones had been broken during childhood—at
least she could hardly remember a time when she didn't have a cast on some
part of her body. She liked rowdiness, laughter, crude humor and general silli-
ness; she had thought Pete was like that, from the way he bantered and joked
with the others at the office.

So all Pete's talk about the relative merits of the comic visions of Woody
Allen and Groucho Marx only confused and intimidated her. She was sure that
if she tried to change the subject to things she cared about—the 'Skins' chances
of getting a third Super Bowl victory in the 80s, for instance—he would gaze at
her with surprise and contempt, and take her home. She didn't want to go
home. She wanted to be at an easy, comfortable bar somewhere, getting slightly
drunk and laughing with Pete's buddies.

So did Pete. After all, Pete was the guy who had run the length of the bar
at Hokey's, naked, because Walter Payton didn't score a touchdown in Super
Bowl XX. Why did he think he belonged with someone as refined as Nora? He
was sure she saw through his disguise and knew he was just another former
high school jock—that's why her eyes were glazing over while he talked.

They sipped their tasteless Perrier, ate as if three asparagus spears and a
dime-sized medallion of flounder made a meal, and pretended they were
deeply interested in Polanski's post-American movies. If only each had known
that the other slept through most of Tess.

In this story fragment, I tried to show the omniscient point of view at its
best. Because the narrator can see into both Pete's and Nora's minds,
switching back and forth at will, we know things that neither character
knows; the pleasure of this scene is that neither character's point of view is
accurate, but ours is.

No other point of view but omniscient would allow a narrator to say
that last sentence: "If only each had known that the other slept through
most of Tess."

If either Pete or Nora were a first-person narrator, we would have
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seen that scene from only one point of view. We would have shared in that
character's misunderstanding of the other. Later, of course, there could
be a scene in which they confess the truth to each other; at that point we
would think back to their horrible first date and realize that it was all a ri-
diculous mistake. But we would not have the pleasure or the tension of
knowing it was a mistake while the scene was actually happening. (Unless,
of course, the first-person narrator violated the time-flow of the story and
closed the scene by saying, "Later I found out that Nora had slept through
most of Tess. It was one more thing we had in common." But such a re-
minder that all these events happened long ago would usually be a gross
mistake in a first-person account because it would distance the reader
from the immediacy of the story.) A limited third-person narrator would
also be forced to show us the scene from only one character's point of view
at a time. But limited third-person offers a few more options than first
person. We could still have that later confession scene—in fact, a scene of
unmasking is mandatory in a story that hinges on characters misunder-
standing each other's true nature.

Changing Viewpoint Characters
The limited narrator can also change viewpoint characters. Not in mid-
scene or even mid-paragraph, as the omniscient narrator does, but from
one scene to another, as long as there is a clear transitional break. The
most obvious transitional break, and therefore the one that works best, is
the chapter break. If chapter one is from Pete's point of view—with his
worries about asking Nora out for a date, his preparation for the "final ex-
am," and so on—then chapter two can be from Nora's point of view. We'll
remember how anxious Pete was to keep "delicate" Nora from guessing
that he was really a beer-drinking jock, so as we see the date from Nora's
point of view, with her memories of her brothers playing roughly in the
yard, her longing to talk football and drink beer in a bar, we'll get most of
the delicious irony of knowing the truth about two characters who are de-
ceiving each other too well.

But what if you want to write a short story, not a book? Can't you
switch viewpoint characters without having to resort to a chapter struc-
ture?

Yes. The next-clearest transitional device in fiction is the "line
space"—a double-double space if you work on a typewriter, two hard car-
riage returns if you work on a word processor. It looks like this:

In your manuscript, however, you must mark a line space so the
typesetting and layout will know that it's a deliberate space that should ap-
pear in the finished book. Usually a line space is marked in manuscript
with three asterisks, like this:

* * *
The asterisks will usually appear in the finished book or magazine only if
the line space falls at a page break. The rest of the time they'll be deleted,
leaving only a blank line.
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The first part of our story, using Pete as the viewpoint character,
ends with the line space. Readers are trained to recognize a line space as a
signal that a major change is taking place in the story—a change of loca-
tion, a long passage of time, or a change in viewpoint character. However,
you must be careful that you establish what the change is immediately after
the line space. The first sentence should use Nora's name and make it
clear that the narrator is now following her point of view. The first para-
graph should also let us know, directly or by implication, where she is and
how long it has been since the events just before the line space.

A change of viewpoint character is the most difficult transition for
readers to make. (All right, a jump of 900 years and a change of planet
might be harder, but usually time and place changes are a matter of a few
days and a few miles.) It's a lot easier for readers to adapt to the viewpoint
change if they have already met the new viewpoint character, and it's even
easier if the new viewpoint character is already very important in the sto-
ry. In this case, because the section from Pete's viewpoint is focused on his
feelings and plans for Nora, we won't have any confusion at all when the
section immediately after the line space begins:

Nora had never seen nouvelle cuisine before. To her the half-empty plate
looked like someone in the kitchen had decided to put her on a diet. Had Pete
called ahead to tell them she was too fat or something?

Since the section before focused on Pete's upcoming date with Nora, read-
ers will remember easily who Nora is, and will have little trouble guessing
from this opening that Nora is now out on the date with Pete.

Just as important is the fact that this paragraph immediately estab-
lishes Nora's point of view. In the last section, we would have become used
to seeing everything from Pete's perspective, getting his thoughts and atti-
tudes and memories. The first sentence after the line break gives us infor-
mation about Nora that Pete would not know—her unfamiliarity with
nouvelle cuisine. His point of view has been clearly violated; hers is being
clearly established. The second sentence gives her attitude—her humor-
ously paranoid guess about the chefs motive for putting such a small
amount of food on a plate. And to complete the viewpoint shift, the third
sentence starts showing us Pete, our previous viewpoint character, only
this time from her point of view—her uncertainty about how he is judging
her. Since Pete's viewpoint section would have shown us how he practical-
ly worshipped Nora and thought she was the most fragile, beautiful wom-
an he'd ever known, having Nora speculate that Pete might think she was
too fat lets us know that Nora's self-image is wildly different from Pete's
image of her. The viewpoint shift is complete in three sentences, and
readers will settle in comfortably with Nora's point of view.

Because we've had experience with Pete's point of view, the limited
third-person version of the dinner scene would have most of the irony we
had in the omniscient version. Presumably the previous section, from
Pete's point of view, would have told us about his buck-naked run along
the bar at Hokey's after losing a football bet, so when Nora starts wishing
she could talk about football during dinner, we'll remember Pete's foot-
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ball fanaticism and realize that if Pete would just stop pretending to be
what he thinks Nora is, the real Nora would certainly enjoy the real Pete.
The irony is working. We don't have to wait for a later confession scene, as
we would in first person. By changing viewpoint characters, a limited
third-person narrator can get most of the same kind of narrative effects as
an omniscient narrator.

What the limited third-person narrator can't do is match the omni-
scient narrator's brevity. The omniscient passage was six paragraphs long.
The limited third-person version would have to be far longer. Pete's view-
point section, to feel complete, would have to be far longer than the two-
and-a-half paragraphs he gets in the omniscient passage. To develop his
point of view effectively, we'd have to go into much more detail about his
preparations for asking Nora out. Perhaps we'd establish his network of
relationships at work, show him trying to find out more about her, show
him trying to change his image to fit what he thinks she'll want. By the
time we are ready to change viewpoint characters, we have to know Pete
well enough that his view of the world—and especially of himself and
Nora—will stay in our memory throughout the section from Nora's point
of view.

The omniscient narrator can tell more story and reveal more charac-
ter in less time than it takes the limited third-person narrator. That's the
greatest advantage of the omniscient narrator.

The Limited Narrator's Advantage
If the limited narrator takes so much longer to do the same job as the om-
niscient narrator, why do we need the limited third-person narrator at all?
Why, for heaven's sake, is limited third-person the overwhelmingly domi-
nant narrative voice in American fiction today?

It's a matter of distance. As the omniscient narrator slips in and out
of different characters' minds, he keeps the reader from fully engaging
with any of the characters. The omniscient passage quoted above is far
more presentational than representational—we're constantly being re-
minded that the narrator is telling us a story about Pete and Nora. We nev-
er get deeply enough involved with either of them to fully identify with
them, to begin to feel what they're feeling. Instead of sharing Nora's frus-
tration or Pete's bafflement, we are forced to take a distant, ironic,
amused stance, watching what they do but not experiencing it.

The limited third-person strategy is to trade time for distance. Sure,
we spend more time getting through the same amount of story, but in re-
turn we get a much deeper, more intense involvement with the lives of the
viewpoint characters. The omniscient narrator is always there, tugging at
our hands, pulling us from place to place. We see everything and every-
body as the narrator sees them, not as the characters see them. We are al-
ways outside looking in.

For instance, whose point of view are we getting in this sentence?
"He kept bumbling along, trying to impress Nora with his sensitivity, nev-
er guessing that Nora was much more comfortable with beer-and-football
types." Perhaps Pete sees himself as "bumbling along," and certainly we
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are seeing inside his head as we see him "trying to impress Nora with his
sensitivity"—but would he actually use those words to describe himself? Is
he really so cynical that he thinks of himself as faking sensitivity? Or does
he think that he's actually trying to become, not "sensitive," but worthy of
her? We're getting an attitude here, but it isn't really Pete's attitude—it's
the narrator's. The narrator sees Pete as bumbling and trying to fake sen-
sitivity.

Likewise, when we are told that Nora "had often told her friends
that all but six of her delicate, fragile bones had been broken during child-
hood," who is actually using the words "delicate" and "fragile"? Not
Pete—he doesn't know what Nora has told her friends. And not Nora—
she doesn't see herself as delicate and fragile, it's Pete who does. The
phrase "delicate, fragile bones" is a direct echo of Pete's assessment of
Nora as "delicate-looking, frail-boned" in the first paragraph, yet it is in-
serted ironically into Nora's memory of her own childhood. Again, the
narrator is openly intruding into the story, nudging the reader into seeing
the humor of the situation.

"She liked rowdiness, laughter, crude humor, and general silliness,"
says the narrator. But that isn't the way Nora would think of it. If that sen-
tence were written from her point of view, it would be more like this:

She liked guys who knew how to have a good time, get a little rowdy, have some
laughs. She thought of telling him the joke about Mickey Mouse and Minnie
Mouse getting a divorce, but she knew a guy like Pete would never appreciate a
punchline with the f-word in it.

To let us know, from Nora's point of view, that she likes crude humor, we
have to see a sample of the humor she likes—if she is not the over-literate
type Pete thinks she is, she is also unlikely to think of her own taste in hu-
mor as "crude."

These two sentences from Nora's viewpoint take longer than the
omniscient narrator's nine-word clause—but they also get us more deeply
involved in Nora's character, give us a much clearer and more powerful
view of the world as she sees it. The omniscient narrator sees the world
through the wrong end of the binoculars—readers can see everything,
but it all looks very small and far away. The limited third-person narrator
can't let readers see as many different things in as short a period of time,
but what the readers do see, they see "up close and personal."

Think of the limited third-person narrator as a combination of the
most important representational features of the omniscient and first-
person narrators. The limited narrator gets much closer to the viewpoint
characters than the omniscient narrator can, giving readers the experi-
ence of living in the character's world—much the way the first-person
narrator gives readers an intimate look at the world through the narra-
tor's eyes. At the same time, with limited third-person narration the view-
point character isn't actually telling the story, constantly reminding us
that he is showing us himself, that he's looking back on these events from
some point in the story's future.

Look at the way first-person and limited third-person narrators
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would deal with the event contained in this sentence from the omniscient
narration: "When he was ready at last, he wrote his invitation on a whimsi-
cal Sandra Boynton card and left it on her desk with a single daffodil."
Here's a possible limited third-person version:

Pete got to work at seven-fifteen so he could leave the flower and the card for
Nora without anybody watching. He filled the bud vase with water from the
drinking fountain, put the daffodil in it, set the vase on Nora's desk, and
leaned the envelope against it. It looked too formal, like a proposal of marriage
or an apology or something. So he took the card out of the envelope. That was
better. But the vase still bothered him—it would put too much pressure on her.
If she turned him down, she could just throw away a flower, but she might feel
like she had to return the vase. So he took the daffodil out of the vase and laid it
on her desk. It got water all over her blotter. He grabbed a handful of her tis-
sues and dabbed up the water and dried the stem of the flower. He laid down
the card so it mostly covered the water spots and put the daffodil at an angle
across the card. Then he wrapped the vase in the wet tissues, carried it to his of-
fice, and put it in the wastebasket.

We're getting an experience here that the omniscient version didn't pro-
vide—we're living through Pete's indecision and nervousness step by step,
moment by moment. Even though it's in past tense, it feels like the
present. We're identifying with Pete as we live through all the agonizing,
trivial, yet vital strategic decisions in his campaign to give Nora exactly the
right impression.

Would this work as well in first person? Try it and see:

I got to work at seven-fifteen so I could leave the flower and the card for Nora
without anybody watching. I filled the bud vase with water from the drinking
fountain, put the daffodil in it, set the vase on Nora's desk, and leaned the en-
velope against it. It looked too formal, like a proposal of marriage or an apolo-
gy or something. So I took the card out of the envelope. That was better. But
the vase still bothered me—it would put too much pressure on her. If she
turned me down, she could just throw away a flower, but she might feel like she
had to return the vase. So I took the daffodil out of the vase and laid it on her
desk. It got water all over her blotter. I grabbed a handful of her tissues and
dabbed up the water and dried the stem of the flower. I laid down the card so it
mostly covered the water spots and put the daffodil at an angle across the card.
Then I wrapped the vase in the wet tissues, carried it to my office, and put it in
the wastebasket.

At first glance, it might seem to be exactly the same. But the effect is dif-
ferent in at least one important way. The limited third-person version is
told straight. You are clearly meant to empathize with Pete's indecision, to
worry about whether Nora will accept the invitation, to care about what
she thinks. You are living through the experience with Pete as he lives it.

But in the first-person version, there is an unconscious assumption
about why Pete-the-narrator is telling this event in such detail. Even
though the narrator makes no comments like "I was such a fool in those
days," the time-distance effect is still operating. Pete-the-narrator obvi-
ously does not still feel the same uncertainty and anxiety that Pete-in-the-
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story felt, yet for some reason Pete-the-narrator has chosen to tell this inci-
dent. Since it shows Pete-in-the-story in such a vulnerable position, it
would be unthinkable for Pete-the-narrator to recount it unless he
thought it was amusing, unless he had clearly wised up somehow since
then and could look back on his old self with comic distance. Without be-
ing conscious of it, readers will still adjust to this comic distance.

Furthermore, in a first-person narrative we would know that Nora
must have some long-term importance to Pete, because he's telling about
it; we know the first date must have worked out well or else her turndown
was so spectacular it scarred Pete for life. In the limited third-person ver-
sion, it's possible that the incident with Nora may end up being completely
trivial to Pete—but vitally important to Nora. The third-person limited
narration allows more story line options.

Of course, the differences between first-person and limited third-
person narrators may seem very subtle in this example, because the two
versions are identical except for changing "he" and "him" to "I" and "me."
If I had actually been writing this incident in first person from the start,
the differences would have been much greater, because the writing would
have been shaped by Pete's own voice.

MAKING UP YOUR MIND

Which type of narrator should you use? By now it should be clear that
none is intrinsically, absolutely "better" than the others. All have been
used by excellent writers to tell wonderful tales. But it still matters very
much which one you choose. Here are some things to keep in mind.

1. First-person and omniscient narrations are by nature more pre-
sentational than limited third-person—readers will notice the narrator
more. If your goal is to get your readers emotionally involved with your
main characters, with minimal distraction from their belief in the story,
then the limited third-person narrator is your best choice.

2. If you're writing humor, however, first-person or omniscient
narration can help you create comic distance. These intrusive narrators
can make wry comments or write with the kind of wit that calls attention to
itself, without jarring or surprising a reader who is deeply involved with
the characters.

3. If you want brevity, covering great spans of time and space or
many characters without writing hundreds or thousands of pages to do it,
the omniscient narrator may be your best choice.

4. If you want the sense of truth that comes from an eyewitness ac-
count, first person usually feels less fictional, more factual.

5. If you're uncertain of your ability as a writer, while you're quite
confident of the strength of the story, the limited third-person narration
invites a clean, unobtrusive writing style—a plain tale plainly told. You can
still write beautifully using the limited third person, but your writing is
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more likely to be ignored—thus covering a multitude of sins. However, if
you know you can write dazzling prose but the story itself is often your
weakness, the omniscient and the first person invite you to play with lan-
guage even if it distracts a bit from the tale itself. In limited third person
you can't have those lovely digressions that make Vonnegut, for instance,
such a delight to read.

It's no accident that the overwhelming majority of fiction published today
uses the limited third-person narrator. Most readers read for the sake of
the story. They want to immerse themselves in the lives of the characters,
and for that purpose, the limited third person is the best. It combines the
flexibility of omniscience with the intensity of the first person. It's also an
easier choice for a beginning writer, partly because it doesn't require the
same level of mastery of the language, and partly because it will simply be
more familiar and therefore feel more "natural" to writers who have
grown up in a literary community where limited third-person predomi-
nates. (This is also the best reason for avoiding present tense; except for
the academic/literary genre, present tense is very uncommon and so feels
surprising, distracting, and "unnatural"; the more common past tense
feels natural and invisible. Ironically, this makes past tense feel more im-
mediate while present tense feels more distant; most readers are more
likely to feel that a past-tense story is happening "now" than a present-
tense story.)

Even though limited third person is currently the more common
and "natural" narrative choice, if the story you're telling needs omni-
science or the first person, don't hesitate a moment to use the narrative
strategy that's right for the story. Both omniscience and first person are
still common enough that your audience won't be startled or put off by the
choice (though first person is far more common than omniscience). If you
use them, readers won't think you're showing off as they would if you
were to write in some bizarre narrative voice, like second-person impera-
tive mood or third-person plural future tense.

Just be aware of the limitations of each narrative strategy, so you can
compensate for them. I've already mentioned Thomas Gavin's The Last
Film of Emile Vico, which uses first person to brilliant effect. Likewise, Mi-
chael Bishop's Unicorn Mountain uses the omniscient viewpoint to excel-
lent effect. Both writers pay a price for their choice, but it would be hard
to imagine Emile Vico without the unique vision that comes from having a
cinematographer as a narrator, and the marvelous feeling of tribal unity
that comes at the end of Unicorn Mountain would be impossible if we had
not seen almost every moment of the story from the viewpoint of practi-
cally every major character who was present.

LEVELS OF PENETRATION
Once you've decided to write a limited third-person narration, you still
have a choice to make: how deeply to penetrate the viewpoint character's
mind.
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Look at Figure 1, which represents the omniscient point of view.
The camera is looking down on the scene—it can see everything. The dot-
ted lines represent the narrator's ability to also show us everything going
on inside every character's head—but we always see the scene as a whole
from the narrator's point of view, and the narrator is not in the scene. We
are never inside the scene; we are always watching from a distance.

Figure 2 represents the first-person narration. Now we see inside
only one character's head, the narrator-in-the-story, and we see only what
the narrator saw, experiencing the world as he experienced it—but we still
watch from a distance, because it is all told from the perspective of the

Figure 1
The omniscient narrator
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Figure 2
The first-person narrator

present narrator recounting events in his past. Even though the present
narrator and the narrator-in-the-story are the "same" person, there is still
a gulf between them.

The limited third-person narration is like first person in that we see
only the scenes that the viewpoint character is in, and see only the view-
point character's mind; it's like omniscience in that we see the action of the
story unfolding now instead of remembering it later. We are not far sepa-
rated from the action in either space or time.

But how deeply have we penetrated the viewpoint character's mind?
Figure 3 is light penetration; we can see inside the viewpoint character's
mind, we observe only scenes where the viewpoint character is present—
but we don't actually experience the scenes as if we were seeing them
through the viewpoint character's eyes. The narrator tells what happens



Figure 3
Limited third-person: light penetration
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in the scene in a neutral voice, only giving us the viewpoint character's atti-
tudes when the narrator turns away from the scene and dips into the view-
point character's mind:

Pete waited fifteen minutes before Nora showed up wearing a vivid blue dress
that Pete had never seen before. "Do you like it?" asked Nora.

It looks outrageous, thought Pete, like neon woven into cloth. "Terrific,"
he said, smiling.

Nora studied Pete's face for a moment, then glared. "You always want
me to be frowsy and boring," she said.

Figure 4 shows deep penetration, in which we do experience the scenes as
if we were seeing them through the viewpoint character's eyes. We don't
see things as they really happen, we see them only as Pete thinks they hap-
pen. We are so closely involved with the viewpoint character's thoughts
that we don't have to dip into his mind; we never really leave:

Pete wasn't surprised that Nora was fifteen minutes late, and of course she
showed up wearing a new dress. A blue dress. No, not just blue. Vivid blue, like
neon woven into cloth.

"Do you like it?" asked Nora.
Pete forced himself to smile. "Terrific."
As usual, she could read his mind despite his best efforts to be a cheerful,

easy-to-get-along-with hypocrite. She glared at him. "You always want me to be
frowsy and boring."

In the deep-penetration version, we never need a tag like "Pete thought,"
because we're getting his thoughts all along. The phrase "of course" in the
first sentence is not the narrator's comment, it's Pete's. The passage "A
blue dress. No, not just blue. Vivid blue . . ." is not the narrator comment-
ing on the dress—it's Pete who's judging what Nora wears.

When Pete says "terrific" and smiles, the light-penetration version
sees his smile from the outside; the deep-penetration version is more like
first person, telling us something about the motivation behind the smile:
Pete has to force himself to smile.

Where the light-penetration version tells us that Nora studied Pete's
face before she realized he was lying, the deep-penetration passage says
that Nora could read Pete's mind. We know, of course, that Nora can't
really read Pete's mind; that's just the way it feels to Pete. With deep pene-
tration, the viewpoint character's attitude colors everything that happens.
Unlike first person, however, we're getting the viewpoint character's atti-
tude at the time of the events, not his memory of that attitude or his attitude
as he looks back on the event.

Figure 5 shows another alternative: the cinematic point of view. In
this version of limited third person, we only see what the viewpoint char-
acter is present to see—but we never see inside his or anyone else's head. It
is as if the narrator were a movie camera looking over the viewpoint char-
acter's shoulder, going where he goes, turning when he turns, noticing
what he notices—but never showing anything but what the eye can see,
never hearing anything but what the ear can hear:



Figure 4
Limited third-person: deep penetration



Figure 5
Limited third-person: the cinematic view



170 CHARACTERS AND VIEWPOINT

When Pete arrived, Nora wasn't there. He sighed and immediately sat down to
wait. Fifteen minutes later Nora showed up. She was wearing a vivid blue dress,
and she turned around once, showing it off. "Do you like it?"

Pete looked at the dress for a moment without expression. Then he gave
a weak little smile. "Terrific."

Nora studied Pete's face for a moment, then glared. "You always want
me to be frowsy and boring."

The cinematic narration gives no attitude, except as it is revealed by facial
expressions, gestures, pauses, words. We learn that Pete is used to Nora's
lateness only because he immediately sits down to wait instead of looking
for her or calling to see where she is. We learn that Nora's dress is new only
by implication, when she turns around once and asks if he likes it. The cin-
ematic narrator can't tell us that Pete thinks the dress looks like blue neon,
nor are we told that Pete feels like Nora can read his mind.

The dividing lines between cinematic, light-penetration, and deep-
penetration narratives are not firm. You can drift along with light pene-
tration, then slip into deep penetration or a cinematic view without any
kind of transition, and readers usually won't notice the process. They'll
notice the result, however.

Deep penetration is intense, "hot" narration; no other narrative
strategy keeps the reader so closely involved with the character and the
story. But the viewpoint character's attitude is so pervasive that it can be-
come annoying or exhausting if carried too far, and the narrative isn't ter-
ribly reliable, since the viewpoint character may be misunderstanding or
misjudging everyone he meets and everything that happens.

Cinematic narration is cool and distant, but it shares some of the vir-
tues of the camera—you can believe what you see, and if you misinterpret
the gestures and expressions and words of the characters, that's your
problem—the narrator never lies. The complete lack of attitude, howev-
er, can become frustrating. The real camera shows real faces and scenes,
and even the most explicit and detailed cinematic narration can't come
close to the completeness and detail and vigor of action unfolding on a
screen.

I've found that the best results come when you find a comfortable
middle ground and then let the needs of the story determine how deeply
you penetrate the viewpoint character's mind. In some scenes you'll get
"hot" and penetrate deeply, letting the audience feel that they've become
the viewpoint character. In some scenes you'll "cool off," let the audience
retreat from the character and watch things passively for a while. In be-
tween, you'll use light penetration to keep us aware of the constant possi-
bility of seeing into the viewpoint character's thoughts, so we aren't
startled when things get hot again.

You've got to be aware, though, of the full range of possibilities. I've
seen many student stories—and more than a few published stories as
well—in which the writer unconsciously got into a rut and stayed cool
when the story cried out for her to get hot, or stayed hot when the action
wasn't intense enough to need deep penetration. I've seen many other sto-
ries in which the writer kept using he-thought/she-thought tags when we
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were so deeply into the character that even such tiny intrusions by the nar-
rator were distracting and unnecessary.

No one level of penetration is likely to be right for a whole story. The
use of cinematic narration as a consistent strategy for entire stories has
been in vogue in recent years, in the mistaken notion that fiction can be
improved by imitating film. The resulting fiction is almost always lame,
since there isn't a writer alive whose prose is so good it can replace a cam-
era at what a camera does best: taking in an entire moment at a glance. It
takes a writer too many words to try to create that moment—after three
paragraphs it isn't a moment anymore. The ironic thing is that cinematog-
raphers and film directors have struggled for years to try to make up for
their inability to do what fiction does so easily: tell us what's going on in-
side a character's mind. How they struggle with camera angles and shad-
ows! How the actors struggle with words and pauses, with the gentlest
changes in expression, the slightest of gestures—all to convey to the audi-
ence what the fiction writer can express easily in a sentence or a phrase of
deep penetration into the viewpoint character's mind.

I suspect, however, that one reason some writers resort—often inad-
vertently—to the cinematic viewpoint is that they don't know their view-
point character well enough to show his attitude toward anything. They
start writing without first inventing their characters, and instead of in-
venting and exploring them as they go along, they avoid their characters
entirely, showing us only the most superficial of gestures, telling us only
the words the characters say. The result is writing like this:

She sat down beside him. "I'm so nervous," she said.
"Nothing to be nervous about," he answered soothingly. "You'll do fine.

You've been rehearsing your dance routines for months, and in just a few
more minutes you'll go on stage and do just what I know you can do. Didn't I
teach you everything I know?" he said jokingly.

"It's easy for you to be confident, sitting down here," she said, gulping ner-
vously at her drink.

He laid his hand on her arm. "Steady, girl," he said. "You don't want the
alcohol to get up and dance for you."

She jerked her arm away. "I've been sober for months!" she snapped. "I
can have a little drink to steady my nerves if I want! You don't have to be my
nursemaid anymore."

Talk talk talk. The dialogue is being used for narrative purposes—to tell
us that she's a dancer who's going on stage for an important performance
after months of rehearsal, and that she has had a drinking problem in the
past and he had some kind of caretaker role in her recovery from previous
bouts of drunkenness. Attitude is being shown through the dialogue, too,
by having the characters blurt out all their feelings—and in case we don't
get it, the author adds words like soothingly and jokingly and snapped. The
result? Melodrama. We're being forced to watch two complete strangers
showing powerful emotions and talking about personal affairs that mean
nothing to us. It would be embarrassing to watch in real life, and it's em-
barrassing and off-putting to read.

But with penetration somewhere between light and deep, we get a
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much more restrained, believable scene, and we end up knowing the char-
acters far better:

Pete could tell Nora was nervous even before she sat down beside him—she
was jittery and her smile disappeared almost instantly. She stared off into space
for a moment. Pete wondered if she was going over her routine again—she had
done that a lot during the last few months, doing the steps and turns and kicks
and leaps over and over in her mind, terrified that she'd forget something,
make some mistake and get lost and stand there looking like an idiot the way
she did two years ago in Phoenix. No matter how many times Pete reassured
her that it was the alcohol that made her forget, she always answered by saying,

"All the dead brain cells are still dead." Hell, maybe she was right. Maybe her
memory wasn't what it used to be. But she still had the moves, she still had the
body, and when she got on stage the musicians might as well pack up and go
home, nobody would notice what they played, nobody would care, it was Nora
in that pool of light on stage, doing things so daring and so dangerous and so
sweet that you couldn't breathe for watching her.

She reached out and put her hand around Pete's drink. He laid his hand
gently on her arm.

"I just wanted to see what you were drinking," she said.
"Whiskey."
He didn't move his hand. She shrugged in annoyance and pulled her

arm away.
Go ahead and be pissed off at me, kid, but no way is alcohol going up on

that stage with you to dance.

In this version there are only two lines of spoken dialogue and nobody
gets embarrassingly angry in public. Furthermore, you know both Pete
and Nora far better than before, because you've seen Pete's memories of
Nora's struggle with alcohol filtered through his own strong love for
her—or at least for her dancing. We also know more about Nora's attitude
toward herself; the "dead brain cells" line tells us that she thinks of herself
as permanently damaged, so that she is terrified of dancing again.

The scene still isn't perfect, but it's a lot better now because we were
able to get inside Pete's mind and see Nora through his eyes, with his atti-
tude toward her, his knowledge of their shared past.

Yet the second scene wasn't all deep penetration. While Pete's mem-
ories were deep and hot, the incident with the drink is cinematic and cool.
We aren't told why Pete lays his hand gently on her arm—we already
know about her drinking problem and we can guess. Nor do we need to be
told that she's lying when she says "I just wanted to see what you were
drinking," or what he's feeling when he answers with a single word and
refuses to move his hand. We already know enough about their relation-
ship that we supply our own heat for the scene. And yet we can drop back
into deep penetration with the last paragraph, without even needing "he
thought" to tell us we're back inside Pete's head.

Mastery of different levels of penetration is a vital part of bringing
your characters to life. This is where you have the most control over your
readers' experience, where you have the best chance to determine how
well readers will know your characters and how much they'll care.



CHAPTER 18

A PRIVATE
POPULATION
EXPLOSION

WE'VE COME A LONG WAY THROUGH THIS BOOK, from invention of your
characters to analysis of their role in the story, from making your charac-
ters sympathetic to letting your readers see inside your characters' minds.

Good characterization isn't a simple recipe to follow—there are too
many possibilities, too many variables for any writer ever to put down a
story and say, "There. The characterization is finished."

As long as your mind is alert to possibilities, your characters will
grow and develop and deepen and change with every outline you make
and every draft you write.

And as you become more aware of what's possible in characteriza-
tion, the more experience you get in storytelling as a whole, the better the
decisions you'll make and the fuller and more believable your characters
will be.

If you're serious about storytelling, you'll write many stories and
people them with hundreds of different characters. Even though all the
characters are created by your own imagination, you still come to know
them just as your readers do, except that you'll know them better and care
about them even more.

Sometimes, looking back on something you wrote years before,
you'll find one of your characters doing or saying something that will as-
tonish you. How did I know she'd say that? you'll wonder. How did I ever
know that that was who she was?

You'll realize then what your readers already know: that the people
in your fictional world are worth knowing. Because you took the time and
trouble to discover them, develop them, and present them skillfully, your
readers will know those fictional people of yours far better than they'll ev-
er understand the people of flesh and blood around them.

If your fictional vision was a good and truthful one, your characters
will help your readers understand their families, their friends, their ene-
mies, and the countless mysterious and dangerous strangers who will
touch their lives, powerfully and irresistibly. And you, looking back, will
join them in saying a resounding Yes to the people in your tales.

Yes. I know you, I believe in you, you're important to me. Yes.
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stories, 39, 128
Niven, Larry, 2
Nobility, 98
Nonchalance, 103
Non-comic fiction, 100
Normative stories, 130

O
Oathbreaker, 89
Objective(s), 17, 29
Observation(s), 9, 26
Obsessiveness, 12, 62-64, 85, 116
Oddness, 103, 104
Oedipus, 54, 73, 92, 104, 120
"Oh Yeah?," 14, 24, 134
Omniscient: vs. limited point-of-view,

155, 156; narrator, 155-163,
165; third person point-of-view,
155

One Flew Over the Cuckoo's Nest, 78, 79,
86,87

Opinions, 7
Ordinariness, 66
Ordinary, 25, 66
Oversentimentality, 82

P
Pace, 142, 143
Page break, 157

Pain, 68-70, 99, 101, 114, 118, 144;
emotional, 68, 69; physical, 68

Pamela, 93
Parker, Robert, 12, 42, 52, 90, 94, 121
Passionate stories, 133
Passive: character, 66; memory, 113;

process, 68
Past, 6, 13, 58, 111, 148; discovering,

154; implied, 114, 115;
remembered, 111; revelation of,
107; tense, 130, 161, 163

Patronymic, 43
Patterns, 11, 42, 43, 53, 55, 94; of

behavior, 122, 123; of lives, 115,
120, 122; of narration, 130; of
speech, 126, 127

Pendulum, 93
Penetrated, 165
Penetration: deep, 149, 167, 171, 172;

level of, 128, 163, 164, 171,
172; light, 167, 171

People: common, 94; everyday, 93;
you know, 27

Person, 128-130, 132; first, 128-130,
132, 135, 146, 148, 150, 167;
first . . . narrative, 143; first . . .
narrator, 129, 143, 144, 146,
147, 152; limited third . . .
narrator, 159; second, 128, 130,
131, 163; second . . . singular,
130; third, 128-130, 132, 137,
146, 149, 151, 161-163; third
. . . narrator, 129, 130, 145,
146, 148, 152, 160; third . . .
omniscient point-of-view, 155,
156, 164; third . . . plural, 130

Personal: opinion, 135; problems, 27
Personality: alternate, 148; different

facets of, 11; split, 127
Persuasive fiction, 38
Philosophy, 131
Physical: appearance, 13;

attractiveness, 79, 80, 85;
beauty, 13, 72; changes, 119;
description, 13, 80; handicaps,
13; locations, 49; pain, 68, 69;
problems, 13; strength, 13;
suffering, 81; torture, 68, 86, 87

Pinchot, Bronson, 62
Pinter, Harold, 123
Placeholders, 59, 60, 62
Plausible, 27
Play, 1, 65, 73, 122, 134
Plays, 12, 54, 65, 66, 73, 89, 121-123,

135, 140
Plot, 1, 2, 49, 52, 59, 63, 65
Point-of-view, 1, 2, 38, 66, 83, 138,

148, 155-157, 159, 160;
cinematic, 167; character, 107,
128, 135, 156, 157; third person
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omniscient, 163
Poirot, Hercule, 85, 145
Polemic, 36, 37, 39
Pollution, 36, 37, 39
Poltergeist, 70, 78
Portnoy's Complaint, 146
Preference(s), 12
Prejudice, 78
Present: action, 112, 113; anchor in

the, 112; event, 112, 113;
meaning of, 107; tense, 148,
149, 161, 163

Presentation, 134-137, 147, 159; vs.
representation, 134-137, 159

Presentational, 138, 139, 162; theatre,
134

Prince and the Pauper, The, 54
Princess Bride, The, 99, 135, 136
Promise, 84, 89, 92
Proportion, heroic, 96
Prose fiction, 106
Protagonist, 53, 56, 136, 144, 145, 147
Psychological suffering, 81
Puppets, 117, 155
Pygmalion, 121

Q
Questions: and answers, 17-20; ask

characters, 16; motive, 21;
readers ask, 14; recent, 21

R
Racial, 10, 41
Radner, Gilda, 104
Raiders of the Lost Ark, 4, 73, 85
Rainbow, The, 121
Rand, Ayn, 121
Reader(s), 8, 12, 13, 14-16; contract

with, 54-58
Reagan, Ronald, 88
Real-life, 5, 29, 69, 95, 119, 171;

characters, 27; incidents, 27
"Realtime," 140
Realism, 95, 106, 111, 135
Realistic, 93, 98, 104; tradition, 96
Reality, 17, 44, 135
Redeeming virtues, 91
Redford, Robert, 79, 87, 140
Reed, Rex, 99
Regional traits, 10
Relationship(s), 1, 10, 13, 31, 33, 34,

36,52,53,69,91, 117, 127,
135, 148; among characters, 2,
11, 110, 120; author-character,
28; change, 33; connections, 10,
116; different, 10; mini-, 117

Remembered past, 111
Rendell, Ruth, 94
Representation, 134
Representational, 134-139, 150, 159,

160; play, 134; theatre, 134;
write, 135, 138

Reputation, 6, 7, 13
Respect, 96
Response, gut-level, 16
Result(s), 17-21; question, 20, 21, 22,

23
Reveal self, 16
Revelation, 107
Revise(s), 2, 6, 107, 120
Revolutionary, 132
Rhetorical stance, 128
Rhythm, 142
Road to Rio, 55
Robinson Crusoe, 93
Role(s), 1, 38, 52, 53, 55, 60, 62, 80,

173; changes in, 119, 122;
heroic, 121; major, 35; story, 34

Romance, 72, 73, 111, 135
Romans, ancient, 93
Romantic, 93, 94, 104; characters, 94;

excess, 94; hero, 96; impulse,
95; opportunity, 110; tradition,
54, 94, 111

Romeo and Juliet, 65
Rule of thumb, 43, 55, 59, 66, 70, 87,

112, 113, 133
Rumpole, 94
Russian novel, 43
Rut, 42

S
Sacrifice, 70, 80
Sadism, 86
Sadist, 86 , 8 7 , 92
Saints, 80, 135
Sartre, Jean-Paul, 123
Savior, 71, 80, 81
Scene, confession, 159
Scenes, key, 141, 144
Science, 128, 130
Science fiction, 12, 38, 48, 50, 52
Scientific theories, 131
Screen, on and off, 140
Screenwriter, 135, 140
Second person, 128, 130, 131
Second person imperative mood, 163
Self: -alienation, 31; -appointed, 88,

89; -psychoanalysis, 32; -serving,
88

Sense of past, 111
Serendipity, 39
Serious character, 105
"Serious literature," 95
Setting, 1,9, 11,23, 34,49,50,60
Seventh grade, 32, 33
Sex, 9, 30, 38, 72
Sexual; attractiveness, 30, 38, 72;

harmony, 73; stereotypes, 9,
117; tension, 72, 73
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Shakespeare, William, 88, 103, 135
Shallow, 5, 21,23, 70, 139
Shaw, George Bernard, 121
Shaw, Robert, 87
Show, 140-142
Sidhe, 25, 26
Signal: comic, 101; your reader, 122.

158
Signs and portents, 73, 74
Similes, 127
Simplicity vs. complexity, 21
Six Days of the Condor, 140
Slasher movies, 69, 71
Smiley, George, 94
"So What?," 14, 24
Soldier of the Mist, 149
Sorting process, 8
Southerners, 10, 127
Space, 165; barrier of, 149; deliberate,

157; distance in, 148, 149; line
space, 157, 158

Speak, to the audience, 135
Speaker for the Dead, 39
Speaking vs. writing, 126
Special effects, linguistic, 131
Speculation, 39, 40, 131
Speech, 126, 143; style of, 128
Spenser, Edmund, 12, 42, 52, 90, 94,

121
Split personality, 127
Stalker, 71
Stand-up comedy, 134
Star Wan series, 85
Starting point, 28, 29, 32, 38
Stereotype(s), 7-11, 23, 50, 52, 61, 62,

63, 109, 112; age, 9;
community, 64; conscious use
of, 10; costume, 103; ethnic, 10;
exceptions to, 10; family role, 9,
10; foreigners, 10; identifying
according to, 7; job, 9;
northerners, 10;
Oriental-Americans, 10;
physical, 10, 13; power of, 9;
racial, 9, 10, 57; sex, 9; sexual,
117; southerners, 10;
westerners, 10

Stereotying, 7, 8, 9, 61
Sting, The, 87
Story, 14-16, 21, 23, 34, 51-57, 112,

113, 128, 130, 132, 133, 139,
150, 157; character, 52, 53, 57,
150; choice, 16; event, 54, 150;
detective, 51, 107; history, 128;
idea, 51; ideas from, 34-36;
milieu, 54, 150; news, 128;
normative, 130; passionate and
truthful, 133; possibilities, 11,
12, 21, 24, 33; powerful, 21;
presentational, 139;

representational, 139; science,
128; short, 14, 157; wonderful,
40

Storyline, 50-52, 54-57, 162
Storyteller, I, 2, 7, 8, 15, 37, 57, 93,

96, 103, 141, 149
Storytelling, 17, 45, 46, 57, 67, 72, 73,

136, 138, 149
Stout, Rex, 12, 151
Straight fiction, 100
Strange, strangeness, 8, 25, 31, 37, 50,

62,66,77, 107, 114, 122, 132,
173

Stranger(s), 8, 25, 31, 37, 173
Strong-willed, 149
Structure, 49-55, 57, 68, 135
Style: natural, 128; of speech, 128;

writer's, 139
Stylistic patterns, 128
Subliminal clues, 9, 42
Subplot, 55, 56
Suffer, 99, 144
Suffering, 68-70, 80, 81,83
Superior Court, 137
Superman, 12, 155
Suspense, 8, 15, 150
Suspension of disbelief, 134
Symbol(s), 38, 132
Symbolic, 42, 52
Symbolism, 52
Sympathize, 28, 53, 75, 81, 82, 108,

144
Sympathy, 66, 70, 75, 76, 78-80, 82,

83-88,90-92,99, 109, 110, 144,
146; vs. curiosity, 79

Syntax, 127
T

Tagged, 42

Taglines, 44
Tags, 43, 170
Tale-within-a-tale, 129, 130, 146
Talents, 12, 13
Tales-told-in-a-bar, 146
Tastes, 12, 13, 28
Teacher-by-example, 95
"Tell, Don't Show," 141, 142
Ten commandments, 130
Tense, 128, 130, 132; future, 131;

past, 130, 132, 163; present,
130, 131, 148, 149, 163;
strange, 132

Tension, 55, 68, 72, 73, 108, 142, 157;
forms early stages of fear, 8;
jeopardy, 118; sexual, 72, 73,
110

Tess, 99, 156, 157
Tess of the d'Urbervilles, 99
Theme(s), fictional, 31, 38, 120-123
Third person, 128-130, 132, 137, 146,
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149, 151, 152, 155; limited . . .
narrator, 158, 159, 161;
narrator, 145, 148; omniscient
point-of-view, 155, 156, 164;
plural future tense, 163

"Thousand Ideas in an Hour, A,"
17-23

Three Days of the Condor, 140
Three Stooges, The, 104
Thrillers, 48, 50, 54, 94
Time, 148, 159, 165; barrier, 149;

-distance effect, 161; distance in,
148-150; film, 151; flow, 157;
passage of, 158; real, 140

Time Machine, 146
Timing, 104
Tir-Nan-Og, 25
"Toldness," 136
Tom Jones, 93
Tone, 1, 142
Tormentor, 71
Tragedy, 73
Tragi-comic, 121
Traits, 10, 76, 85, 97, 104; ethnic, 10;

regional, 10
Transform, 28, 121, 133
Transformation(s), 52, 119, 121-123;

character, 52
Transition, 158, 170
Transitional: break, 157; device, 157
Tristan, 54
Tristram Shandy, 93
Truth, illusion of, 105
Truthful stories, 133
Twelfth Night, 103
Twist(s), 1, 14, 22-24, 32, 38, 40, 51
Type(s), 50

U
Unbelievable, 105
Uncertainties, 15
Uncertainty, 8
Unconscious level, 8
Unconventional, 132
Underlying voice, 128
Understandability, 16
Uneducated, 143
Unfamiliar, 8, 50
Unicorn Mountain, 30, 163
Uniqueness, 95
Unmasked, 121
Unmasking, 157
Unreliable narrators, 147, 148
Updike, John, 96
Usurper(s), 54, 88, 89, 92
Utopia, 49

V
Vernacular, 132

Vico, Emile, 148
Victim, 70, 80, 81, 86, 87
Vietnam, 38, 75, 95
Viewpoint character, 66, 128, 155,

158-160, 165, 167, 170, 171
Viewpoints, trading, 155
Villain(s), 28, 34, 68, 70, 73, 86, 87,

89; understandable, 91, 92
Vindication, 89
Violence, 29
Vision: of hope, 17; of the world, 133
Vocabulary, 126, 127
Voice(s), 126-28, 132, 139, 143, 145,

149; narrative, 130; natural
style, 128; neutral, 167;
presentational, 138; underlying,
128

Volunteer, 83, 84
Vonnegut, Kurt, 78, 101, 135, 163

W
Waiting for Godot, 65
Walk-ons, 59-62
Wall, The, 135
Ward, Artemis, 143
Watergate, 54
Wells, H. G., 146
Westerns, 48, 50
Wexford, Inspector, 94
"What If?," 39
Wheel of Fortune, 137
"Whole Life," 111
Who's Afraid of Virginia Woolf?, 12
Wiggin, Ender, 78
Will: act of, 121; own, 121; to change,

121
Willing suspension of disbelief, 134
Witches, 88, 104, 120
Withholding information, 150
Wizard of the Pigeons, 95
Wolfe, Gene, 22, 149
Wolfe, Nero, 12, 85, 147
Woman Under the Influence, A, 91
"Wonderful Stories," 40
Wondering, 39, 40
World According to Garp, The, 111
Writer(s): attitude, 139; competence

of, 15; earn the title of, 1;
mystery, 150; objective of, 17;
representational, 135, 138;
screen, 135, 140; style, 139

Writing: good, 132; persuasive, 37;
presentational, 138, 139;
representational, 138, 139

Wuthering Heights, 54, 73, 120

XYZ
Yourself, ideas from, 29
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