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LESSON 1 – HOW TO CRAFT YOUR DEEP STORY: THE CRITICAL SECRET TO SUCCESS AS A WRITER

DEEP STORY is the interwoven story elements that run under and through your plotline, through all of your dialogue, settings, events, conflicts, and adds believability to your characters – no matter what genre of stories you write. DEEP STORY allows you to forge an emotional bond between your readers and your story world. It doesn’t matter if you are a meticulous Plotter or a carefree Panster, the DEEP STORY techniques will enrich your story, characters, dialogue, and plot beyond what you ever imagined is possible. No matter which method you choose to craft your story, in the end it is your plot and characters that hold your story together. Some writers love to plot; others feel they are completely helpless when it comes to plotting out their story. Some writers are fantastic when it comes to writing dialogue, others suck at it. Every writer is good at some aspect of crafting a story. DEEP STORY will enable you to shine where you are gifted and breeze through those areas where you normally find yourself struggling.
To be able to craft your “Deep Story” we begin with the premise that STORY is about SOMEONE WHO WANTS SOMETHING (OR WANTS TO AVOID SOMETHING), BUT CAN’T HAVE IT (OR AVOID IT) BECAUSE SOMEONE (OR SOMETHING) IS TRYING TO STOP HIM/HER FROM REACHING THAT GOAL.
In a nutshell you have Goal, Motive, and Conflict. Not yet identified – but definitely present.

The legendary “Hero’s Journey” has become the Holy Grail of writers. Yet, for romance writers, that’s an almost impossible concept to apply to our own writing because our stories are about “Love” and “Romance”, not a Quest for Adventure/Treasure. Or so we think. But in reality, no matter what category of romance you are writing, the Hero’s Journey (or, in our case the LOVERS’ JOURNEY) most definitely is the foundation of every romance story you will read and/or write. As well as for every mystery story, fantasy story, or mainstream story you might be working on. And before we are finished with these lessons you romance writers among the group will be as comfortable adapting the Archetypical Hero’s Journey to your romance story as you are at putting on your lipstick (or pulling up your socks for the fellas among us).
Every romance story is about the search for love and a “Happy Ever After” ending. In other words, it is the Quest for the Treasure of Love/Romance/Happiness that readers are seeking when they pick up your book. [For you as yet unpublished authors – we are applying positive affirmation throughout this course. I want you to start thinking in terms of the story you are working on, or about to be working on, not as I hope my story will be published. But as my book is published. This is based upon the proven concept that if you visualize it, it will happen.] Now back to our topic – writing, the Hero’s Journey, and Deep Story.
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When we normally talk about developing our story we think linearly from opening to closing. Thus we are used to looking at a graph of the Hero’s Journey plotline that looks like this:
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Graphic 1
What this graph represents is the SURFACE VIEW of your plot. (Pansters – I can see you rolling your eyes. Hang in there, it will be worth it. I promise.)
But if you look beneath the surface of your plotline this is where your DEEP STORY lies and this is what the DEEP STORY view looks like:




	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	



  ACT I                                                    ACT II                                                    ACT III
Graphic 2
Besides the addition of colors what is the difference between these two views of the same plotline?
The DEEP STORY plotline is composed of LAYERS beneath the surface of the story. These layers are composed of your events, settings, dialogue, characters, conflicts, and the additional element of four separate sub-plotlines that we will call Throughlines (in order to distinguish them from your individual story sub-plots it might be clearer for you if you think of the Throughlines as Story Threads). All of these various elements and Story Threads are woven together into a multi-faceted tapestry that gives your story depth, texture and dimension. In addition, they make your characters and dialogue come alive for your readers. 
Your DEEP STORY does something else that the majority of writers either underestimates, ignores completely, or is completely clueless on how to create. And that is the forging of the critical emotional bond between the story and the reader. This bond between reader and story is the key to the secret behind every successful writer, story and character.
THE CRITICAL FACTOR
No matter what genre or media you are working in – the success of every single storyteller depends upon one thing above all others - the audience. Movie-goer, book reader, campfire listener, gamester - it doesn’t matter how your story is delivered. Unless you are able to engage your audience on an emotional level you are not reaching your full potential as a storyteller. Our three larger-than-life writers each writes in an entirely different genre for an entirely different audience. And each one of them approaches storytelling from a completely different angle. Yet they have one crucial factor in common - their ability to trigger emotions in their audiences. Emotions that bond their readers to them story after story.
I don’t need to tell you how hard it is to write a story. Even to write a simple story requires you to keep a lot of balls in the air at one time – plot, characters, hooks, conflicts, scene structure, dialogue, etc. So it’s easy to understand why, as writers, we often times lose track of our audience. We are building fictional worlds with fictional characters and events. Our readers live in the real world. There is an infinite gap between those two worlds and the only way to bridge that gap is through the use of EMOTIONS.

In our normal process of building our fictional characters, planting our story hooks, and ensuring we have developed a solid plot line, we all too often are left to hope that our readers connect to our story somehow. Unfortunately, since the emotional element of story is too often overlooked or left to chance, we experience a lot of rejections when we send our stories out. In order to decrease our rejection rate we are going to use story elements, character development, and plotting techniques, to strengthen the emotional connection between our story and our readers. In other words we are going to do what Hollywood story guru David Freeman calls “Emotioneering.” While David developed his brand of “emotioneering” specifically for the gaming industry we are going to apply a similar breakthrough in this course for authors.
CHARACTER’S MENTAL GENDER
Story is all about someone who wants something but can’t have it because something stands in their way of reaching that goal. As storytellers it is our task not only to show who that someone is and what is it that they want (or don’t want), but also why they can’t reach it (or avoid it). We must also evoke an emotional link between our fictional world and characters to the real world of our readers. And to do that we use the character’s internal struggles and conflicts (played out in the character’s arc) to forge that emotional link with our audience. The external events and conflicts serve to entertain our readers on an intellectual level. But it is the character’s internal struggles and conflicts that the readers connect with on an emotional level.
Another technique (or trick if you will) is the use of your character’s mental gender. Mental gender has nothing to do with a character’s physical gender and everything to do with the manner in how they think/react to a situation. Solving problems intuitively and emotionally is a feminine trait. While dealing with a situation through observation and logic is the masculine approach. (Before you get into an uproar – I didn’t set this standard. It’s a cultural fait accompli.) In Alien Lt. Ripley is Male Mental Sex since she uses logic, not emotions, to deal with the monster. In The Hunt for Red October Jack Ryan is Female Mental Sex since he uses intuition and emotions to solve problems.
As a writer, what mental sex are you? In real life, as in fiction, we are normally inclined to identify more closely with a character that mirrors our own thinking process. This explains why some writers seem to forge an instant bond with their readers and evoke such a strong loyalty among their fans. Knowing this trait is helpful to you, as a writer, because it enables you to understand why you may be having trouble creating believable characters for your stories. Or why it is such a struggle for you to develop characters that your targeted readers can bond with.
An audience will either empathize or sympathize with your character. When they empathize with the character they identify with that character. They feel like they are standing in that character’s shoes and see the story through the character’s eyes. When they sympathize with the character, they still care about him/her. But they are watching your story unfold from over the character’s shoulder. In other words, they are not as emotionally entwined with you character as they are in the first instance. To intensify the emotional connection between your Main Character and your reader you want to have them empathize with the character as much as possible.
STORY LIMIT AND EMOTION
Another factor that impacts the emotional bond between your character and your reader is the method you use to bring your story to a close. The technique you choose to close your story is called the “Story Limit” and there are two methods – you can use either a Time Lock or an Option Lock. In a Time Lock story your characters simply run out of time. This is the “ticking” clock” type stories. In the movie 48 Hours Nick Nolte’s detective has only 48 hours to use the Eddie Murphy character to solve a crime. At the end of 48 hours Nolte has to return Murphy to jail. Racing the clock Nolte has to scramble to reach his goal and overcome the obstacle of Eddie Murphy’s constant attempts to avoid going back to prison. Is it any wonder why the audience empathized with Nolte’s growing frustration – and surprising friendship – with Murphy’s character?
In an Option Lock story the characters run out of options and your story ends. In SHREK the writers, experts in Deep Story, used a “double option lock” to end their story and give it a final twist that delighted the audiences. The first option lock occurs when Shrek delivers Fiona to the duke (who is waiting to marry her). Then, as a final twist – thanks to Donkey’s nagging, and Shrek finally overcoming his inner fear of rejection – Shrek storms Fiona’s and the Duke’s wedding and confesses his love for her. Fiona’s option is to reject Shrek and marry the Duke. Or, admit her own love to Shrek, and reject the Duke. And since this is a romance story, Fiona only has one option she could possibly choose – her real, true love - Shrek. Can you see why that film was as much of a hit with adults as it was with the kids?
So the tools we have to use to start to forge an emotional bond between your readers and your characters are: 
1. The Character’s Mental Sex – Male or Female

2. Story Limits – Time Lock or Option Lock

THE AUDIENCE REACH
Men empathize with Male Mental Sex characters and sympathize with Female Mental Sex characters. Empathizing with a character is the process where the reader emotionally bonds with the character and sees the story through the character’s eyes. When they sympathize with a character the reader likes the character but doesn’t emotionally bond with him/her. Instead, the reader stands outside of the character and watches the story unfold by looking over the character’s shoulder.

Men don’t care which story limit is applied. Woman, on the other hand, do react to the story limit but not to the character’s Mental Sex. Women empathize with an option lock but only sympathize with a time lock.
So, to create a story that both men and women will empathize with your Main Character you want to use an option lock to end your story and make sure that your Main Character is a Male Mental Sex character. (Male Mental Sex/Option Lock ending)
If your target audience is predominately women then an Option Lock ending with a Female Mental Sex heroine is your best bet. (Female Mental Sex/Option Lock ending) If you are targeting men as your main audience then you will want to have a Male Mental Sex Main Character and it doesn’t matter which method you use to end your story – time lock or option lock. (Male Mental Sex/either type ending)
Another two combinations to consider is the Men Empathize (Male Mental Sex) and Women Sympathize (Time Lock) or Women Empathize (Option Lock) and Men Sympathize (Female Mental Sex).
If you have an unlikable Main Character your audience, male or female, will be reluctant to bond emotionally with them. So, as a writer you will want to enable them to sympathize versus empathize with that particular character. To do that you would want to use a Female Mental Sex character in a Time Lock story. However, since the character is unlikable and your audience’s emotional bond with them is very weak, this type of story is often not very successful. (Keeping in mind that it is the character’s unlikeability that is the controlling factor here.)
You can use these same techniques when it comes to creating your Antagonist/Villain. How do you want your audience/readers to react to this character? By guiding (OK, let’s be honest here – controlling) their emotional reaction to you Antagonist/Villain you are adding additional layers to that particular character without a lot of work. All thanks to this simple Deep Story technique.
CHARACTER ROLES AND EMOTIONS
All stories are about emotions. Without emotions you have a report, not a story. We are all familiar with the Protagonist and the Antagonist, and even the Love Interest. But what role do the other characters serve in the story? Particularly in regards to emotions. After all, you can’t have your hero or heroine exhibiting every single emotion that your story generates. Not if you don’t want him/her to come across as a psychotic ninny.
But it is the wide range of emotions that your story generates that bonds your readers to your characters. So how do you resolve the dilemma of displaying the wide array of emotions inherent in your story without weakening the emotional bond between your readers and your Main Character?

Easy, you use your other characters to show/represent those emotions for your Main Character. You also use those emotions to create tension and conflict in your story. And you use those characters and emotions to help you add depth to your Main Character as well as fill in backstory as you go along. When you look at them in this light you realize that your support characters do a lot of heavy lifting in your story. By “support” characters I’m referring to all of the characters beside your Main Character. And we need to define and understand just who the Main Character in your story is.
The Main Character in any story is the character through whose eyes the reader/audience sees the story unfold. Usually this is the Protagonist (Hero or Heroine). However, there are stories when the Protagonist is not showing us the story. For instance, in To Kill a Mockingbird Atticus Finch is the story’s Protagonist. But we are seeing the story through Scout’s eyes so she is the story’s Main Character. 
Characters fulfill archetypical roles in a story. It doesn’t matter the genre - all stories have basically the same roles that need to be filled in order to weave that critical emotional link between the story and the reader/audience. Sometimes some of the roles can be combined – especially in romance stories - but most times they are filled by different characters. And those character roles are divided into two types: Main or story driving characters; and Minor or support characters. Using Star Wars, the main and minor archetype characters are:
MAIN/DRIVER CHARACTERS





Protagonist






Luke Skywalker

MENTOR






CONTAGONIST

Obi Wan






   Darth Vader





ANTAGONIST





The Empire

Graphic 3
MINOR/SUPPORT CHARACTERS





EMOTION (chaos)





  Chewbacca



SIDEKICK/ALLIES (belief)



SKEPTIC (disbelief)

  R2D2 & C3PO





  Hans Solo






LOGIC (order)






Princess Leia
Graphic 4
Note:                             Opposition Characters
WHO ARE THESE CHARACTERS AND WHAT PURPOSE DO THEY SERVE?
As writers we know that the Protagonist is the one who drives the story towards the Story Goal while the Antagonist stands in his/her way, trying to prevent him/her from reaching that Goal. And we know that the Mentor is the Wise Man/Woman who teaches the Protagonist what he/she needs to know in order to achieve the Goal. The Mentor is also the one who provides the Protagonist with the tools/weapons needed to reach the goal.

BUT WHO OR WHAT IS THIS “CONTAGONIST”?
This is the Obstacle Character who is trying to delay the Protagonist from reaching the Goal by standing in his/her way. Or by deflecting the Protagonist from the Goal. Unlike the Antagonist who is trying to prevent the Protagonist from ever reaching the Goal, the Contagonist is trying to either delay the Protagonist from reaching that Goal. Or, he/she is trying to convince the Protagonist to reach the Goal by using his/her methods to achieve the Goal since they are so much better than those of the Protagonist. In romance stories the Love Interest is the Contagonist. The Contagonist can be aligned with either the Protagonist or the Antagonist. When aligned with the Antagonist, the Contagonist is known as the “Henchman.”
In Romance Stories – there aren’t two Protagonists as is mistakenly believed by many romance writers. Instead, one of the lovers is the Protagonist and the other is the Contagonist
The Sidekick/Ally character(s) represent Belief in the Protagonist and his/her Goal. They are there to support, either physically or emotionally, the Protagonist at critical times. Think the Tin Man, Scarecrow and Cowardly Lion. In the case of your Antagonist his/her allies are called Henchmen. (Remember every Antagonist is the Protagonist of his own story.)
It’s hard to consider a Hero ‘heroic’ if he’s running around and wringing his hands in a crisis. So the Emotion character takes his place and allows the reader/audience to fully experience that emotion when it is called for in the story. The Emotion character also represents the Chaos that is ripping the Protagonist’s world apart.
To counterbalance the Emotional Chaos of the story we have the Logic Character who represents Balance in the Story World. Detectives make great Logic characters in murder mysteries. And counterbalancing the blind belief of the Protagonist’s sidekicks/allies is the Skeptic character. One of the greatest usages for this character is to allow him/her to voice the audience’s own disbelief about an element or situation in your story. By voicing the audience’s disbelief the Skeptic character acknowledges that the story characters are also aware of the cause of this disbelief. If the audience knows that the story characters recognize whatever is causing their own skepticism, then they will relax and accept/trust that the author/story characters know what they are doing.
Depending upon your story, these characters carry out this particular role/function as many times as you need to show that emotion to your readers. So they can appear just one time or multiple times when needed. 
Another thing to realize is that some times, due to the limited number of characters in your particular story, you may have a single character serve to represent several of these roles over the course of your story. But no matter what the length of your story, each of these roles/emotions will need to be demonstrated in order to create an emotionally satisfying story for your readers.

Peopling your story with characters filling these archetypical roles frees up your Protagonist to concentrate on reaching the Story Goal and overcoming his/her inner fear that is holding him/her back emotionally. And, at the same time, it allows you as the author to forge an emotional bond between your story characters/world and your readers/audience. Writers who master this win the respect and devotion of readers because they forge strong emotional bonds with them through their characters and the story worlds they create to entertain their readers.
THE EMOTIONALLY SATISFYING STORY
One of the hardest things for any author, beginner or multi-published, is to come up with enough scenes to create an entire book. All too often we are advised to “plot out your scenes” as if that would tell us HOW to come up with the scenes that we need to plot the story in the first place. I don’t know about you, but when I started out as a new writer I was never able to come up with enough scenes for my story to be called a “book.” Frustrated by my inability to write a long enough story I turned to screenwriting. At least there I only needed 125 pages – and most of those pages contained more white space than words. So I was home free! And I only needed 22 pages for a half hour television show. I could do that standing on my head eating an uncooked turnip once I mastered the 5-Act break format.
But a whole book – with several hundred pages filled from top to bottom with words! Not this writer. And not in your – or anybody else’s – lifetime.

Sound familiar to you new writers?

Well have I got a writing secret for you that is going to make your day. (Sorry, Clint. I just couldn’t resist it.)

It’s called “Throughlines” (or “Story Threads”) and there are four of them in every story.

OK, so what the heck is a “Throughlines”?

In a nutshell a “throughline” is another name for a type of plotline. Simply put a plotline is a series of events that carries your story from the opening event all the way through to the closing event or scene.
OK, we all know that. And we know that every story has a plotline – or at least, it’s supposed to. So where the heck do these other three throughlines/plotlines come from? What exactly are they, where are they in the story, and why do we need them since we already have a plot going.

Those are definitely good questions and we need to answer them if we are going to understand exactly what a throughline is. And how we need to weave the four of them together throughout your story in order to add depth to the story.

Let’s begin with the story plotline that we are all familiar with from our own writing. The story that you tell about your Protagonist being sent on her/his journey to obtain his/her Story Goal is a throughline. It is one thread in the story tapestry you are weaving for your readers. This is the plotline most of us struggle with when we are trying to develop our stories. In Deep Story it is called your Overall Story Throughline since everyone in your story is involved or concerned, in some way, with the Protagonist reaching the Story Goal. The Overall Story Throughline follows the Protagonist’s struggle with the Antagonist as the Protagonist tries to reach his own Story Goal. Using Star Wars again as our example, this follows the efforts of Luke and the Rebels as they battle Darth Vader and the minions of the Empire.
Then you have the Main Character Throughline (in this case the Main Character is your Protagonist). This is what most of us know as the Protagonist’s Character Arc. This throughline follows your Protagonist’s personal growth over the course of your story. This would follow Luke Skywalker’s growth, from an awkward farm boy who lacks confidence in his abilities, to the mature young Jedi knight who is confident enough in his own abilities to “Trust the Force” in the final battle scene with the Death Star.
The Obstacle Character Throughline follows the impact that the Obstacle Character has over the course of the story on the Overall Story events. In Star Wars this would be all of the scenes with Darth Vader obstructing Luke’s, Princess Leia’s and the Rebels’ attempts to defeat the Empire.

And finally we have the Subjective Story Throughline which deals with the relationship between the Protagonist and the Contagonist (aka as the Obstacle Character) as each struggles to convince the other that his/her way is the best way to do things. In Star Wars these were the scenes revealing the relationship between Luke and Darth Vader as each of them tries to convince the other that their goal is the right goal. (In Luke’s case his goal is to use the Force to destroy the Empire, Darth’s is to use the Force to support the Empire.)
In Romance Stories, particularly the shorter Category Romances, this is the Lovers’ Story. In the romance genre the Subject Story Throughline is the main focus of the story. While in mysteries and action/adventure stories (as well as most of the other genres) the Overall Story Throughline is the main focus. In a character driven story like The Green Mile, the Protagonist’s Throughline (or Character Arc) is the main focus of the story.
By plotting out these four Throughlines you will be creating enough scenes to fill any book. At the same time, those scenes will allow you to generate the emotions that will deepen both your story and your characters while binding your readers to your story world. And, by determining which Throughline you want to carry your story, you gaining more control over how you will want/need to shape your particular story.
DEEP STORY ELEMENTS
You use your Character’s Mental Gender in combination with your Story Limit to help you forge an emotional bond with your readers. Throughlines are another critical element of DEEP STORY. By weaving the various scenes you create for your four Throughlines through your plot you add texture, depth and conflict to your story. And by determining which Throughline will predominate in your story. You can control not only your story, but your readers’ emotions as well.
The Archetypical Character Roles allow you to display and weave a wide variety of emotions throughout your DEEP STORY. And these eight Archetypical Characters/Roles provide you with the basis for countless story scenes.
Plotting, Scene Development, Dialogue, Conflict, Tension, Character Development, and Events are also additional elements of your DEEP STORY that are woven together to add layers to your linear plotline.
LESSON SUMMARY
DEEP STORY is the interwoven story elements that run under and through your plotline, through all of your characters, dialogue, settings, events, and conflicts. It adds believability and dimensionality to your story world, and allows you to forge an emotional bond between your readers and your story.
The most critical key to a successful writing career is your ability to create emotions that will bind readers to your fictional characters and story world. How you do that depends upon using your Character’s Mental Sex Gender and your Story Limit in combination to attract your primary target audience (men, women, or both).

Another tool for you to use in strengthening the emotional bond between your story world/characters and your readers is using the eight Archetypical Story Characters/Roles to display the emotions generated in and by your story.

And the final new tool you gained in this lesson is the knowledge of the four mandatory Throughlines, or Story Threads, of every story that add not only texture and depth to your story. But they also serve to aid you in ensuring that your story is rich in emotional tones as well. And by choosing which of the four Throughlines will predominate in your story, you gain control the direction of both your story and your readers’ emotions.
EXERCISES
1. 
What mental sex are you?  Knowing that will make it easier for you to approach developing your characters and plotline.
2. 
What “quest” are the characters in your story involved with? What is standing in their way of reaching their goal? What do they have to do in order to reach that goal? What are they willing to sacrifice to reach that goal? How do they stand in their own way when it comes to obtaining their goal?
3. 
Looking at Graphic 1 – What are the Plot Points in your current story? Do you know yet what your Mid Point Crisis is going to be? What about your big Climax Scene? What will happen if your Heroine/Hero loses to the Antagonist during the big Climax Scene? How do you want your story to end? What Reward/Resolution will you show your readers in the final scene of your story?

4. 
Looking at Graphic 2 – What layers exist beneath the surface of your story (i.e., characters, dialogue, settings, etc.)?

5. 
What emotional link do you want to create between your story world and your readers (Don’t stress if you don’t know the answer to that at this point. That emotional bond, like your theme, may take time and story revisions to fully develop. For now, just keep it in the back of your mind while you are developing your story and characters.)
6. 
Returning to your own Mental Gender - How does that impact how you develop your story/characters? How can you use it to your advantage? How does it get in your way when you are developing you story/characters?

7. 
Identify your main character’s Mental Gender? How does that impact the way s/he reactions to the events unfolding in your story? How (and when) does it help your character? How (and when) does it create problems for your character?
8. 
Who is your target audience?

9. 
What Deep Story tools do you need – and which ones will you use – to shape your story and characters to forge the emotional bond with your readers?

10. Identify the emotions you want to convey in your story/scenes.

11. Identity which characters will fill the various Archetypical Emotional Roles in your story. What is their relationship to your Protagonist? (see Main/Driver and Minor/Support Characters in Graphics 3 and 4)
12. What is the goal of your Contagonist (Obstacle Character) and how does it clash with that of your Protagonist?

13. Identify your 4 Throughlines. Which one will predominate in your story? What impact will that have upon the direction that you story will take?
14. Using Graphic 1 identify the highlight scenes (high and low points) of each of your individual Throughlines.
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