William Greenleaf

Greenleaf Literary Services

Sample Critique – Nonfiction Book
Note: This is an actual critique prepared for a client.

I'll start with the major elements of writing, which I'll present in the form of questions as I determine how well those elements relate to your manuscript. The techniques that fiction writers use to tell a story can be applied to an autobiography or biography to get the same result that fiction writers want: to capture the reader's attention and hold it through to the very last page. As I go through the questions, I'll apply some of these fiction elements to show you how to create more drama and interest through the anecdotes and events that you have to tell. I'll also include specific scenes and passages to demonstrate the application of those elements. At the end of the critique, I'll summarize the most important points for you to keep in mind as you rework your story.

~~~~~

MARKET
1. Is your book properly geared toward a specific market?

Your book clearly fits into the autobiography/biography category. 

You may be able to sell the book as an exposé, if that is your intention. One of the qualifications of an exposé is that you name the names of the culprits you dealt with, and you have done that. The only weakness in this category as far as your story goes is that you weren't able to totally expose the entire scheme. This category is something that you might discuss with an agent or publisher as a potential market.

Perhaps you are aware of this already, but in case you aren't, you might find Writer's Market, published by Writer's Digest Books, helpful in identifying the appropriate market. Writer's Market contains viable and recent resources and identifies publishers who are looking for worthwhile books and magazine articles. Libraries often keep a recent copy in the reference section. You can also purchase the book through many bookstores or through the Internet.

2. Does the book offer universal appeal?
Yes.

REAL PEOPLE AS "CHARACTERS"
1. Do the characters in the story come alive?
You've done a great job bringing out the characters through their personalities, quirks, and attitudes. There are some visual images that give the reader a picture of what they look like. Visual images help to make them loom larger in the reader's mind. Because of the focus of your story, the descriptions of the characters are not as vital as in a novel, but descriptions do help in adding another dimension. For instance, if the reader could get a visual image of Tina, even a brief one, when she first appears in a scene, it would add to the reader's impression of her.

One aspect that the reader will probably be curious about, sometime after learning that you are adopted, is how your appearance and features compare to those of your adoptive parents. Up until then, did you think that you had gotten your features from your father or mother? What seemed alike or different? For instance, when you describe your father's features on page 42, how do they compare to yours? Not a lot needs to be done here, but the question will run through the reader's mind.

2. Does the reader have a specific character on which to focus?

You are the main character of your own story. You've done a great job of sharing your feelings and your thoughts about the horrendous ordeal that you went through to find your identity within your family.

3. Can the reader identify and sympathize with the main character?
There is no problem here. You have plenty of struggles with which the reader can identify, or at least sympathize with. A great deal of emotional depth comes across in your writing as you define the obstacles that you had to face in searching for the answers to your life – answers, that in most cases, turned out to be lies.

By sharing your deepest thoughts and feelings about the events, the confusion, and the insights, you bring the reader into your experiences to feel and see them with you. 
4. Is the dialogue natural and consistent to the characters?
The dialogue you have written is well done. However, bringing in more dialogue is one area where you could greatly enhance your story.

When two or more people are in a conversation and sharing their feelings and reactions through words, the reader is privy to the conversation. The reader directly hears what is going on and feels more a part of the scene. By incorporating more dialogue into your story, you will bring out the characters better, too. They will be speaking for themselves, and thus identify who they are through their words and responses. 

Here is an example of a passage as it is now from your book on page 5:

My next call was to a sister of my adoptive father (there's that strange word again). Her name was Aunt Jeanne. And, with tact now out the window, I flat out asked her if I was adopted. She asked who told me that. I informed her that it was Florence Staats, and she let me know that Florence had no business telling me that. At least now I had two confirmations that it was true. Then, she abruptly hung up the phone.

Here is the conversation fleshed out in dialogue:

My next call was to a sister of my adoptive father. (There was that strange word again.) Her name was Aunt Jeanne. 

Now, with tact out the window, I flat-out asked, "Was I adopted?"
"Who told you that?" she demanded sharply.

"Florence Staats."
"Florence had no business telling you that." She abruptly hung up the phone.

At least now I had two confirmations that it was true.

Notice how much more alive the event becomes when it is acted out. The reader is right there with you as it happens, hearing the actual spoken words.

In the Detailed Analysis section, I'll point out other specific places where you can develop more dialogue to create a greater sense of drama, but overall, this is something that can be applied to almost every scene where there is verbal interaction.

VIEWPOINT
1. Is the viewpoint selection correct for this book?
Since this is your story, there is no problem with viewpoint here. You clearly tell the story through your own impressions and interpretations using first-person viewpoint.

2. Is viewpoint consistent throughout the story?
Yes.

CONTENT
Beginning
1. Does the book begin in the right place and grab the reader's attention?
The best way to grab the reader's interest immediately is to start off with a strong, serious conflict, which the reader can observe and measure. Conflict creates tension, and tension creates suspense. This method can be used with any type of book.

I like the way your first chapter opens with the discovery that you were adopted. This is definitely a serious problem and gets to the heart of the book's main content immediately.

Normally, a nonfiction book will begin with a section called an Introduction. The introduction basically tells the reader the purpose of the book and why you are writing it. For instance, in your case, the introduction would inform the reader that you are telling a true story about an incident that radically changed the direction of your life and your understanding of the past. In the introduction, you could identify the fact that you found out you were adopted, or you could leave this for the first chapter. Either way, the Introduction prepares the reader for the story that is to come. It doesn't have to be long, but it will set the reader on the right path to understanding where the book is headed. 

It would be my recommendation that you write a short introduction to let the reader know that the story is not fiction. Also, if you so choose, you can mention that the names of the characters have not been changed, except for a few individuals who you do not want to identify for certain reasons. 

Following the introduction, begin with Chapter 1 as you have it now with the shocking discovery of your past.

2. Does the beginning of the book develop sufficient background on the characters and the events leading into the story?
I don't see any problem here with background information. I like the way the background evolves through the story, beginning with the initial problem of the discovery of your adoption, and then moving through your struggle to find out the truth, but constantly meeting up against obstacles. Later, you get more deeply into the background of your parents and your own childhood. This works well for the structure of this story.

3. Are physical settings colorful and authentic? Do they help to build a sense of location and ambience around the characters and the events?

You've done a good job with details that bring the settings to life, such as Pal's Cabin, Vivien's home, the house and neighborhood of your birth mother Flo, and the Johnkins' home. Throughout the story, the settings are solid and colorful. They are also smoothly woven into the story without interrupting the drama.

You bring in some sounds (phone ringing) and smells (cigarette smoke) throughout the story to help the reader gain a fuller experience of the environments in which the story unfolds. Using all five senses helps to enhance the reader's appreciation of the events in a broader way.

4. Do anecdotes and events unfold in a dramatic way?
One way that you can help the reader to experience your life more personally, especially in the beginning of the book when you are dramatizing an event, is to avoid phrases like I remembered . . . , I recalled . . . , Back then, I realized . . . , and so on. These phrases remind the reader that you are merely recalling the story. The trick to keeping the reader engrossed in the characters and the events is to write the story as though it is happening to you right now, as though you are reliving the experiences in the moment.

Here is an example from page 3 exactly as it is written now. I'll underline the phrases that remind the reader you are writing from the future:

I dropped the phone down on the desk. That's when I felt the freight train of disbelief thunder through my head, as my heart began to pound, and my body began to shake. This was a shock beyond belief. I put the receiver back to my ear, but I could barely hear a word that she said after that. My head was spinning, and all that I kept saying was that I had to go. I faintly recall her mentioning something about the fact that I could find my birth mother, but all I knew at that moment was that my mother was dead, and she'd taken this secret with her. I felt betrayed.

I barely remember walking back up the stairs, and down the hallway to my wife. She was holding Clare, and knew that something was terribly wrong, since my face had turned ghostly white with the news. "I'm adopted," I announced, in disbelief. Tina looked as shocked as I did, and asked what I was talking about. After I explained what had happened, we sat for the longest time in a state of shock. When I had somewhat regained my composure, we talked and talked about this revelation, and what it meant. We took turns holding our little daughter, and spoke of how long this lie had been covered up. It was hard to make sense of the whole thing, and even harder to grasp the consequences of this news. As the day dragged on, it suddenly dawned on me that we were supposed to go out. We'd made plans for an early dinner date that evening with Tina's sister, Robyn, and her husband, Kurt. My wife said that she would understand if I wanted to break it, but I opted to go out where there were people, and find some distraction. I was in a trance for the rest of the day.

With some minor mechanical errors fixed and the unneeded references dropped, it might go like this:

I dropped the phone down on the desk. A freight train of disbelief thundered through my head as my heart began to pound and my body began to shake. This was a shock beyond belief. 

I put the receiver back to my ear, but I could barely hear a word she was saying. My head spun. "I have to go," I kept saying.

"You could find your birth mother," she suggested.

All I knew was that my mother was dead, and she'd taken this secret with her. I felt betrayed.

After the call, I numbly walked back up the stairs and down the hallway to my wife. She was holding Clare and knew that something was terribly wrong. "Your face is ghostly white," she said. "What happened?"
"I'm adopted," I announced in disbelief. 

Tina's blue eyes widened in shock, too. "What are you talking about?"
After I explained what had happened, we sat for a long time in a state of shock. When I had somewhat regained my composure, we talked and talked about this revelation and what it meant. We took turns holding our little daughter and spoke of how long this lie had been covered up. It was hard to make sense of the whole thing, and even harder to grasp the consequences of this news. 

As the day dragged on, it suddenly dawned on me that we were supposed to go out. We'd made plans for an early dinner date that evening with Tina's sister Robyn and her husband Kurt. 

Tina said, "I will understand if you want to break the dinner date."
"No," I replied. "I want to go out where there are people and find some distraction." I was in a trance for the rest of the day.

To keep the reader invested in the scenes, just describe what is going on at the moment and avoid references to what is known in the future as much as possible. If you are going to make comments from the future, keep them as limited as possible, or use them later in the story when future events actually occur. 

Past the first quarter of the book, you tend to stick more to describing your experiences as they are happening. That's because you have gotten into a flow and rhythm with the later writing and don't need to keep reminding the reader that you are writing this from the future. If you can identify how you sometimes interrupt the story to jump the reader into the future and then back to the past, you will be able to fix this issue and make the story read more smoothly in the beginning.

Another thing that would help in developing good drama and suspense is to avoid revealing the ending of an anecdote or situation before it begins. In other words, don't tell the reader that an event is shocking, discouraging, or sad, just before describing the event. Let the emotional reaction come at the end of the event, which is the natural place for you and the reader to respond. Again, when you indicate that you already know the outcome, this reminds the reader they are reading a story told from the future, rather than experiencing it in a more immediate, dramatic way. I'll give specific examples of this in the Detailed Analysis section.

Even without these future references, many scenes in your book can be enhanced if you develop the dialogue and action. Proper paragraphing also helps to give a sense of drama by moving the reader's eye more smoothly down the page and pausing at points of interest or change. Here is an example from page 6 as it is now:

When we arrived, my sister-in-law and her husband were already seated and waiting. As we sat down at our booth, Tina turned to me and asked if I cared to break the news. Robyn and Kurt stared at me with that "what now" look on their faces. The floor was mine, so I briefly explained what had taken place. I could see the shock wave creep across them. I don't recall too much of what was said after that, but I do remember the one comment that Kurt made: "Now all those strange things that happened in your life make sense." Indeed, he was right. My brother-in-law was all too familiar with the strange tales of my youth, and could relate them to his own bizarre childhood experiences. I began to realize that there is a reason for everything, and I could see now that the odd topsy-turviness of my family life could be understood by unraveling the hidden story of my adoption. Our constant moving, my parents’ fear, and the effect different strangers had on them, all pointed to a great dramatic story. There was little doubt in my mind that certain key events lay at the core of it all. I'd never really delved too deeply into the past, looking for exotic answers to puzzling questions; but perhaps it was time to start.

Here is how it might be developed:

When we arrived, my sister-in-law and her husband were already seated and waiting. As we sat down at our booth, Tina turned to me. "Do you care to break the news?"
Robyn and Kurt stared at me with that "what now" look on their faces. 

The floor was mine, so I briefly explained what had taken place. I could see the shock wave creep across them, and we discussed some of the repercussions.

"Now all those strange things that happened in your life make sense," Kurt commented. Indeed, he was right. My brother-in-law was all too familiar with the strange tales of my youth and could relate them to his own bizarre childhood experiences. 

There was a reason for everything, and I could see now that the odd topsy-turviness of my family life could be understood by unraveling the hidden story of my adoption. Our constant moving, my parents' fear, and the effect different strangers had on them, all pointed to a great dramatic story. There was little doubt in my mind that certain key events lay at the core of it all. I'd never really delved too deeply into the past, looking for exotic answers to puzzling questions, but perhaps it was time to start.

You have plenty of exciting and traumatic moments in the book that are filled with shock, sadness, loneliness, anger, frustration, and compassion. By developing these with a little more drama and dialogue, you can bring the reader more fully into your story and allow the reader to experience it on a more personal level.

Middle
1. Does the momentum of the events continue to develop through the middle of the book?
The story continues to unfold with new and shocking events as people are contacted and their reactions to the adoption show fury and fear. This creates more concern and more questions that keep the momentum moving forward.

2. As old problems are resolved, do new problems arise to keep the tension high?
Plenty of problems and complications continue to arise throughout the story to keep the suspense high. Because of all the current problems with the adoption secrecy, the past becomes a mystery in itself. The reader will be wondering how the secret was kept for so long. This makes the past events, including your childhood memories and your parents' backgrounds, more interesting and puzzling. Nothing was as it seemed. As you are trying to revisit the past mentally to put all the lies in place and to discover the real truth, the reader will be turning pages, curious to find out how and if you can resolve it. Great job in bringing this all across in your writing.

3. Is there a crisis point in the story?
There are numerous crisis points in the story as you progress through the never-ending surprises of adoption lies, denials, and abandonment of relatives. On one level, the final crisis would be the last time you run into your mother at the bar. This had to be an uncomfortable situation from which you could not easily extract yourself. On another level, the final crisis probably comes when you realize that all the doors to getting information are closed. Even people who have been willing to talk to you at one point suddenly refuse to give you more information or sympathize with your problem. This truly seems like a time of loneliness and rejection.

Ending
1. Does the book end in the right place?
I like how you end the story with a chapter summarizing your feelings about the whole experience, as well as your reluctant acceptance of the fact that you may never have all the answers. It is inspiring how this whole experience has made you appreciate and feel closer to your adoptive parents for trying to protect you from your psychotic mother and the games that her family and friends were playing with the two people who truly loved you and strove to give you a normal life.

Although the story ends without full resolution about what exactly happened back in the early days of your childhood, your persistence and determination to find answers, as well as the deep emotional impact it made on your whole life and identity, create a moving tale about how the greed, inconsistencies, lack of conscience, and fears of individuals can manipulate and destroy the lives of others. 

Even though the majority of your readers will probably not have been adopted, there are plenty of aspects of human nature in the story for everyone to beware and learn from. The reader's heart will go out to you and your plight, as mine does. Just as certain experiences in your search for answers brought you in touch with people "coincidentally" who had association to your adoption, perhaps your published book will someday point the way to more answers, or at least to someone involved personally in the process of your adoption, who will have the compassion and consideration to tell you exactly what happened.

2. Is the ending satisfying and natural?
Yes.

ORGANIZATION
1. Does the book follow a natural, logical sequence?
You've done a great job organizing the book. You start out with a serious problem that changes the direction of your life and immediately hooks the reader into wanting to know how this problem is going to be resolved. The title perfectly reflects the content of the book.

As I mentioned before, I like how you bring in the backgrounds of your adoptive parents and your childhood a little later into the story. By that point, the reader will be curious about your past, how you looked at it when you were experiencing it, and how all that is now seen in a different light since you know that you have been adopted. All this works out well.

2. Does every chapter serve a purpose that is clear to the reader?
I don't see any problem here. The chapters are arranged naturally and contain events that relate to each phase of your search for answers.

3. Are transitions from chapter to chapter handled properly?
You do a great job with transitions from scene to scene and chapter to chapter. The endings nicely complete the scene and/or set up the next one. Often, a chapter ends on a note of anticipation or an insightful thought.

4. Is the writing style correct for this type of book?
Your writing style is fluid and engaging. Despite all the suffering and pain that weaves through the story, there are places with some light humor and observation of ironies. There are many good insights into human nature.

MECHANICS
1. Are grammar, punctuation, and spelling handled properly?

There are quite a few minor typos and errors. Here are some examples of what to look for.

Commas in General: Here's a trick with commas: When you read a sentence aloud, you'll probably notice a brief pause at certain points. There are some formal rules about the use of commas, but this informal technique works well most of the time. If there would be a brief pause when the line is spoken aloud, there should be a comma in the written text. Sometimes, in your story, the comma pauses at a point that doesn't seem natural or makes the sentence too choppy. Here are some examples from the story:

Before: And, I thought, how could the two families have had no clue regarding their respective brother and sisters' activities, with reference to an adoption? 

After: And, I thought, how could the two families have had no clue regarding their respective brother and sisters' activities with reference to an adoption? 

Before: These questions would continue for me, over the next two years.

After: These questions would continue for me over the next two years.

Before: That evening, I just relaxed; as trails of who, what and where danced in my head. I was tired. All I wanted to do was rest, and get a fresh start in the morning. 

After: That evening, I just relaxed as trails of who, what, and where danced in my head. I was tired. All I wanted to do was rest and get a fresh start in the morning. 

Before: My next move was to call Aunt Florence Rogers back, with the news of my latest piece of the puzzle. 

After: My next move was to call Aunt Florence Rogers back with the news of my latest piece of the puzzle. 

These rules are somewhat subjective, but I do think that you overuse the comma in these kinds of examples. 

Commas and Periods with Quotation Marks: When using quotation marks in the text, commas and periods normally fall before the closing quotation marks:

Before: Actually, my "aunt" was now my "adoptive aunt", and my own "mother" was now my "adoptive mother". 

After: Actually, my "aunt" was now my "adoptive aunt," and my own "mother" was now my "adoptive mother." 

Compound Words: Two or more words that form a compound word should be hyphenated. You can identify most compound modifiers by separating the words to see if they make sense alone. Take this example: roller-coaster existence. You wouldn't say roller existence and you wouldn't say coaster existence. Therefore, by making this into a compound word, roller-coaster existence, it makes sense. Here are a couple of other corrected examples from your story: heart-wrenching, father-and-son trip.

Apostrophes: Apostrophes show possession, as in these examples: John's hat, Bill's attitude, the Rogers' house. Sometimes you place apostrophes after names that do not show possession and do not need an apostrophe:

Before: According to the Johnkins', John was involved in more controversy than Bill Clinton. 

After: According to the Johnkins, John was involved in more controversy than Bill Clinton. 

Before: The Smith's told me less than the Rogers'. 

After: The Smiths told me less than the Rogers.

Dialogue Punctuation: Even if you begin the dialogue in the middle of a sentence, the first word of the dialogue should begin with a capital letter:

Before: Pointing at me with an embarrassed little smile, my father announced to all those present that: "the kid just panicked." 

After: Pointing at me with an embarrassed little smile, my father announced to all those present, "The kid just panicked." 

Note: I made this into regular dialogue without the colon or the word that.

Ellipses: When you use an ellipsis (set of periods), it should contain three periods with spaces before, after, and between the periods, like this: "Uh . . . just one more question, ma'am . . . "
Grammar: Every once in a while, there is an incorrect use of grammar. 

Incorrect: Tina, Clare and me kept our lunch date with Robyn and Kurt. Correct: Tina, Clare, and I kept our lunch date with Robyn and Kurt. 
Incorrect: Freddie Oakley presented her with flowers, and drove she and her friend home.

Correct: Freddie Oakley presented her with flowers and drove her and her friend home.
A trick to help you correct these two problems is to try using the pronoun alone, without including the other individuals: I kept our lunch date and Freddie drove her home. This will give you the right pronoun every time.

2. Are sentences natural, varied, and interesting?

For the most part, your sentences are varied and interesting. However, in general the prose should be tightened up. To give you an example of how to do this, here is a short passage from your book:

"You weren't adopted," she said. "If you were, that card would be stapled right on this certificate." As she said this, the woman pointed at the document. It was at that moment when we both realized there were two, Dracula-like puncture marks on the certificate . . . staple marks. Then, with a twisted kind of smile, the lady looked at me.

"Your parents did a thorough job, "she stated.

Here, you could remove the phrases As she said this and It was at that moment without hurting the scene or the story content. Correcting the paragraphing, here is how I would revise it:

"You weren't adopted," she said. "If you were, that card would be stapled right on this certificate." The woman pointed at the document. 

Suddenly, we both realized there were two Dracula-like puncture marks on the certificate . . . staple marks. 

With a twisted kind of smile, the lady looked at me. "Your parents did a thorough job, "she stated.

Here is another example of a small phrase that is unnecessary and clutters the writing. I'll underline the phrase that I mean:

"Well," he offered. "Let's look Mr. Malkin up in the law diary." With that, he picked up a red hardbound book, which contained the who's-who of attorneys. In it, he found that Milton Malkin had entered the bar in 1951. 

This is how it would go:

"Well," he offered. "Let's look Mr. Malkin up in the law diary." He picked up a red, hardbound book which contained the who's-who of attorneys. In it, he found that Milton Malkin had entered the bar in 1951. 

Overall, your writing is colorful and engaging. By refining it and taking out extraneous little phrases such as these, it will read more smoothly and allow the reader to focus on what is actually happening.

3. Are paragraph breaks natural and paragraph lengths proper?

You have a tendency to stretch out paragraphs a bit too long. Paragraph breaks should occur whenever the topic changes or when you want to put a dramatic spotlight on some event or visual image. Here is an example from your story:

Some progress had been made. I'd located my birth father, although it was his claim that this information was news to him. I was disappointed with that reaction, but glad that he'd at least spoken to me. I had the feeling that Mr. Sturdevant probably would have given me more information, if the fraulein that he was married to hadn't been sitting next to him… probably holding a very large frying pan. I felt that I needed to see this man alone, perhaps on the street, where we could discuss the matter without interruption. I put that thought in the back of my mind, and tried to concentrate on the larger issue at hand: finding Flo. Needless to say, I was becoming increasingly discouraged in this respect. Where else could I look for the woman who would be my mother? I thought for sure that Jim Sturdevant would have some clue. But not only did he claim not to know where she might be, he professed to have never even heard of her at all. I found this information a little hard to swallow. Despite this setback, I decided to play along with the charade. As promised, I mailed out a copy of my adoption papers for him to read, highlighting all the passages that mentioned my potential father's name and personal history. Maybe this would jog his conveniently lost memory. I felt that Mr. Sturdevant was hiding something, and I wanted to find out what it was.

Here is how I would break it up:

Some progress had been made. I'd located my birth father, although it was his claim that this information was news to him. I was disappointed with that reaction, but glad that he'd at least spoken to me. I had the feeling that Mr. Sturdevant probably would have given me more information if the fraulein that he was married to hadn't been sitting next to him . . . probably holding a very large frying pan. I felt that I needed to see this man alone, perhaps on the street, where we could discuss the matter without interruption. 

I put that thought in the back of my mind and tried to concentrate on the larger issue at hand: finding Flo. Needless to say, I was becoming increasingly discouraged in this respect. Where else could I look for the woman who would be my mother? I thought for sure that Jim Sturdevant would have some clue. But not only did he claim not to know where she might be, he professed to have never even heard of her at all. I found this information a little hard to swallow. 

Despite this setback, I decided to play along with the charade. As promised, I mailed out a copy of my adoption papers for him to read, highlighting all the passages that mentioned my potential father's name and personal history. Maybe this would jog his conveniently lost memory. I felt that Mr. Sturdevant was hiding something, and I wanted to find out what it was.

I've divided up the paragraphs in places where there is a change in the direction of your thoughts or actions, such as when you turn your attention to finding Flo, and when you decide to play along with the charade and mail out the copy of the papers. 

In addition, when two or more characters are in conversation with each other, each character's actions and dialogue should be combined in the same paragraph. When a new character acts or speaks, a new paragraph should begin. 

For instance, here is an example of a conversation as it is now:

At that point, I turned to my mother and asked for the identity of my true father. She looked me straight in the eye.

"Walter Kukuc," she answered, very soberly.

"Now, come on," I said. "I know that it's not Walter Kukuc. You denied that in my adoption record. Is it James Sturdevant?"
Again, she looked me in the eye, and answered: "No."
Now, I was totally confused. Was there another man? Obviously, it had to be someone. It was then that Kim spoke up.

"Tell him the truth, Mom. No more lies," she demanded.

I asked, again, if my father was James Sturdevant. My mother looked at me sadly, and answered "yes." This cat and mouse game of truth or lies was a prophetic hint of things to come.

Correcting the minor errors, the paragraphs should be broken up like this:

I turned to my mother and asked for the identity of my true father. 

She looked me straight in the eye. "Walter Kukuc," she answered soberly.

"Now, come on," I said. "I know that it's not Walter Kukuc. You denied that in my adoption record. Is it James Sturdevant?"
Again, she looked me in the eye and answered, "No."
Now I was totally confused. Was there another man? Obviously, it had to be someone. 

Kim spoke up. "Tell him the truth, Mom," she demanded. "No more lies."
I asked again, "Is my father James Sturdevant?"
My mother looked at me sadly and answered, "Yes." 

This cat-and-mouse game of truth or lies was a prophetic hint of things to come.

A rhythm is created by going back and forth between the characters and the paragraphs. The reader picks up this rhythm and recognizes which character is the next to speak and/or act. That way, there is no confusion about who is speaking or responding. 

4. Are chapters and scenes properly separated?

Your chapters are fine.

Just for your reference, although there are no standard rules for the length of chapters, it is a general practice to keep chapters relatively the same size throughout the book. In other words, the chapters might run 8 to 12 pages long in one book, or 14 to 22 pages long in another. The consistency of chapter lengths is a subtle rhythm behind the story that is pleasant to the reader. However, this doesn't work for every book and every situation. It's a guideline. If you can keep to it, fine. If not, and some of your chapters are a little longer or shorter due to the content or situation, then don't adhere rigidly to this structure. 

Within each chapter, you have many scenes. Each scene encompasses a certain event, such as a conversation on the phone with a particular person or a visit to someone's house to collect information. When you have more than one scene in a chapter, you can help the reader move to the new scene by using scene dividers. By "scene divider," I mean an extra blank line, which will give the reader a visual cue that a change is coming. The story is shifting to a new time or place. The extra spacing eases the reader through the transition. I recommend putting a pound sign (#) centered in the blank line. That way, if the blank line ends up at the top or bottom of a page when the manuscript is printed, the publisher will know that the blank line is there.

Here is how the scene divider would look on page 36, separating the thoughts about your mother and the next day's events:

And what of the mysterious "Vivien," who'd called Mr. Malkin? Obviously, she was not my mother, nor any sister of mine . . . that I knew of. She actually may have been Florence's sibling. 

In my adoption file, there was the mention of a sister who lived next door to Florence Kukuc in Newark, where they shared side-by-side apartments on Sheffield Street. Milton Malkin referred to this section as "the projects," where the poor and destitute lived. Florence certainly qualified for that title. "The projects" were eventually torn down, probably because they weren't fit for human habitation . . . or anything else.

#

February 17, 1997. It was a cold Monday morning, and I rose early to begin my long, dreary workweek. I felt so tired, probably due to all my long weekends of searching. The drain was both physical and mental, and it took my all just to concentrate on my job. I did the best I could and tried to be careful, because mistakes in my electrical line of work could be dangerous.

You can see here that each scene features a specific event. You occasionally use blank lines between your scenes. If you decide to use the pound sign (#) for some scenes, you should use it consistently for all the other scenes. 

5. Is the manuscript formatted properly?

The book's title, along with the author's name and address, should be printed on a separate page in front of the manuscript. The first chapter should start with page 1, as you have it.

The manuscript margins should be about one-and-one-fourth inches from all sides. The paragraphs should be indented about one-half inch from the left side. All lines should be double-spaced. There should be no blank lines between paragraphs, unless it signifies a scene break. The right side of the printed page should be ragged, not flush with the margin.

The author's name and title (or key words from the title, if the title is especially long) should appear at the left margin about one-half inch from the top of the page. The page number should be on the same line but at the right margin. The header on each page should look something like this:

Two Floors Down - Smith
Page 52

Chapters should begin on a new page, and the chapter title should be centered and start about halfway down the page. If you use subtitles, these should be centered under the chapter number. 

While this isn't a hard and fast rule, I think you should italicize direct thoughts from your characters. That gives the reader a visual cue that the passage is something other than straight narrative or spoken dialogue. Here's an exampleAn example of this occurs on page xxx:

Good advice, I thought. 

Direct thoughts are usually written in present tense, similar to spoken dialogue. This is one way to identify them.

DETAILED ANALYSIS
From this point on, I'll give you some specific thoughts about individual scenes and passages. The numbers for each entry below refer to the numbers I've inserted in the left margin of the manuscript.
1.
(Pg. 1) These first few paragraphs are long and tend to run together. If you break them up more, there will be a better feeling of movement. Also, when you greet your wife in the morning, you should use dialogue as an opportunity to break up the narrative prose on these first pages. This is how I would do it:

November 24th, 1996, started off like any other Sunday morning. I got up, kissed my sleeping wife and daughter, and headed out to the kitchen to make myself a pot of coffee. Stumbling into the darkened room, I stubbed my toe and began to dance around the floor like a cartoon character who just got his foot whacked with a wooden mallet. Mumbling a string of expletives, I hobbled over to the counter and began rustling through the cabinets, searching for the various coffeemaker components. 

Eventually, the pain in my toe subsided, and I gazed out the window while pouring the water into the machine. It was another typical gray November morning. Knowing that it would be a lazy day, I thought I'd catch up on some paperwork that needed to be done. If there were time, maybe I'd even start on a few projects in my workshop. It felt good to know that there was a short workweek ahead, and I hoped to just take it easy over the next few days. With Thanksgiving just around the corner, and my being a self-employed electrician, the "boss" was going to give me the day off on the following Friday. I had earned it.

I sat down on the living room couch and flipped on the television. It soon became apparent that there wasn't much on the tube Sunday mornings, except maybe Modern Farmer, so I channel-surfed while sipping my fresh java. It didn't take me long to become bored with that routine, so I filled up another mug of coffee and brought it in to my awakening wife. By this time, she and our daughter were both stirring. 

 "Good morning," I announced, putting down the coffee. "I'm going downstairs to do some work." With that, I bounded down the steps to the finished basement, turned left, and walked into my office. 

In the first or second paragraph here, you should indicate where the story is taking place. It can be as broad as the name of the state, or you can give the name of the city, something to help the reader put the story into context in a specific location. 

2.
(Pg. 3) Because of the heavy narrative prose through the first part of the story, you should begin building the dialogue soon after the phone call starts. This will bring the reader into the scene more personally and make the reader feel present as the conversation begins. The reader should hear Florence's voice. Describe her manner and attitude only after she speaks. It would go something like this:

After a couple of rings, Aunt Florence answered. "Hello?"
"Hi, Aunt Flo. It's your long-lost nephew."
"Oh, my!" she said excitedly, "it's wonderful to hear your voice." She sounded the same as she had thirty years ago. Her demeanor was pleasant, and she seemed genuinely happy to hear from me. 

We spoke briefly of Bonnie Jean, Uncle Paul, and my mother, Eleanor. "Your mother was so beautiful, you know," Flo said. "What a shame it was that she died so young. Once, I had a matchbook with a picture of a lovely young model on the cover. This blond beauty bore a striking resemblance to Eleanor . . . so much so that I carried that matchbook around in my purse for many years." She paused for a moment. "Unfortunately, it's long since been lost." Then she suddenly switched subjects. "We were all so glad when they brought you to your mother, that you kind of looked like her."
In the last paragraph, notice that I continued Florence's dialogue without the comment, made a very strange statement. This comment tends to take the reader out of the immediate drama because it makes a judgment on something that has not yet been said. To keep the drama moving forward as though the story is unfolding moment by moment, avoid these kinds of comments. The proper place to make the judgment is after the words or actions take place. That's when you and the reader will both react to that event.

3.
(Pg. 4) Now, after telling you to remove many of the future references from the text, I do agree that the last sentence of this paragraph adds some suspense about what you have yet to learn. I would probably leave it.

In the next paragraph, you should drop the comment In retrospect. The paragraph works fine without these words. It doesn't really matter to the reader whether you wondered about word getting back to Flo at that point or if you thought about it later. This is how the paragraph might go:

I heard someone pick up on the other end of the line.

"Hello," my aunt uttered faintly. 

"It's me, Pat."
"Yes, Pat. It's nice to hear from you." There was trepidation in her voice immediately. She knew something was up. 

At first I thought that the tone of my own voice was the giveaway to her knowing that the jig was up, but I began to wonder if word had gotten back to her via the grapevine. Even though Aunt Flo Rogers had occasionally professed to me that she and Aunt Flo Staats only communicated through yearly Christmas cards, it's possible that she'd already received an interceptive phone call from this other upstate New York relation of mine. What a tangled vine we weave.

4.
(Pg. 4) Here's an example of jumping the gun on the content of a conversation. In the first sentence, you state, that was all the information Aunt Flo could, or would, give to me, but the paragraph continues to reveal more information that she did give you. It would be better if you played out the entire dialogue as if it was happening at the moment. Let the reader hear each of the revelations from Flo. This will make the drama come alive. This is a good conversation, full of conflict and shocking news. Let the reader hear the revelations as you hear them being told to you.

5.
(Pg. 5) The third sentence in this paragraph makes note of a future thought expressing other people's opinions later. Again, I would drop that phrase and just let the reader know that, at the moment, you debated whether you should search for your roots or abandon the whole process.

At the end of the paragraph, you should drop the sentence with Rich Rogers' comment. Instead, bring this comment into the story later at a point where it would fit appropriately and you realize that maybe you shouldn't have started the effort in the first place.

6.
(Pg. 6) This would be an appropriate place to put a scene divider to separate the previous day's events from the new day's events. This will provide a brief pause to give the reader time to adjust to what is going to happen next. Another option is to move this paragraph to the beginning of the next chapter. The chapter break will provide sufficient pause before the new events.

7.
(Pg. 8) Play out this conversation in dialogue.

8.
(Pg. 10) Here is a place where you should develop the conversation as if it happened that way. The reader will realize that you are rebuilding the story, and you can even note this in the introduction if you want, but you should play out the dialogue as if it actually happens, rather than in the form of a transcript. This is how it would look:

Upon my arrival, I scanned the entry directory for the proper office. When I saw the title "Registrar of Vital Statistics," I knew that was where I wanted to be. With my "original" birth certificate in hand – at least the one that I always had – I marched on over to the Registrar's office. 

When I entered, I met a woman behind the desk who could have given the Gestapo a run for their money. She was absolutely nasty. 
"I'd like to see my original birth certificate," I said.

"Who are you?"
"Patrick Joseph Smith . . . And here's my copy of the certificate." I handed it to her.

Steam was coming out of her ears. "If you already have a copy, why do you want another?" 

"I would like the ‘original' copy."
She grunted and walked to a very large filing cabinet. With the deftness of a town employee, she flipped through the section marked "S" and came up with my certificate. 

Now, that wasn't so hard, was it? I thought. 

She stomped back over with the original birth certificate and slapped it down in front of me. "It's the same thing," she snarled as she compared the two documents.

The drama flows smoothly here without the disruption of comments or unusual formatting.

9.
(Pg. 11) This is a new scene. You should place a scene divider here. I suggest that you put one right after you leave Bill's office, too.

10.
(Pg. 12) You already left Bill's office a couple of paragraphs above, so instead you can say you returned to work and continue from there.

11. (Pg. 13) Other than the general chitchat over the phone, most of this conversation should be done in dialogue. All the important revelations and questions should be done in dialogue.

12. (Pg. 16) This would be another good place for a scene divider to prepare the reader for a new event. The story is getting pretty exciting at this point. There is a lot of suspense about how all the strange elements are going to come together.

13.
(Pg. 17) Just as the phone calls should be drawn out using dialogue, you can use dialogue to create more of a sense of drama in a scene. That could include some of the information that the lawyer gives you about your mother's past.

14.
(Pg. 20) Without telling the reader that there are more problems to come, you have demonstrated the problems moment by moment as you have started the process of finding the answers to your past. By this time, the reader will have a good idea that things are not unfolding easily. So, again, I suggest that you stay away from telling the reader that the future holds more puzzles and mysteries. Just stick to the ones that are currently being revealed. The reader will see that this is a lot trickier and more involved than you ever imagined at the beginning. Your determination to find the answers and your feeling that something is not right help to create good suspense that will keep the reader turning those pages. The fact that this is based on a true story makes it all the more intriguing.

15.
(Pg. 21) Taking a few liberties here with the text, here is an example of how the paragraph should go between the two characters:

When I arrived at Bill's office, he said, "How is the search going?"
"Well, I met Milton Malkin and got my record."
Bill was surprised. "What did he say about my phone call?"
"He claimed that he never received it." 

Bill gave me an oh-come-on look and shrugged his shoulders. 

"Could I look through some of your phone books?" I asked.

"Go right ahead," said my friendly attorney.

I headed for the file room.

16.
(Pg. 22) Here is another jump to the future by telling something in retrospect. Why not just describe what you experienced at the time? This would mean simply calling the number and finding out that it is disconnected. It's a dead end. Then go to the next phone call. Later, this address will make a significant impact. That's when it should make an impact on the reader, too.

17.
(Pg. 23) In this paragraph, use Tina's words in dialogue to break up narrative prose in this area. It will also give the reader a chance to hear Tina speak for herself. Most of the time, she is the silent partner. Her comments don't have to be long, but they do make the scene come more alive. 

18.
(Pg. 27) In this paragraph, instead of referring to the future by saying that the truth would be a formidable foe, again, you should phrase it as if the events are still unfolding. The sentence might go like this: The "truth," as it were, was proving to be a formidable foe. 
19. (Pg. 27) When you use a dialect or broken English for characters, it's not necessary to put the misspelled words in quotation marks. Just write them out as they are spoken: "Who is dis?" came the questioning reply.

20.
(Pg. 30) I like how you begin this paragraph with anticipation of meeting the Marx family to discover whether or not they also have hidden agendas and "life is not what it seems." It would be better to play out the events with the Marxes first, then comment on the experiences afterward, as you do in this paragraph. Let the reader experience the event and the learning process as you go through the drama. Any understandings or lessons can be expressed at the end of the visit.

21. (Pg. 34) In the paragraph above, the trip is concluded. Then there is a discussion about what Bill said about adoption. I would develop this discussion before concluding the trip. It helps to keep it all in order.

22. (Pg. 35) There are some good insights in this chapter about adoption and the sense of isolation that comes with the feeling that a person has been abandoned by their parents. 

You've done a great job setting up the next chapter through your determination to find out more information.

23.
(Pg. 41) Since you prepared the reader for the story of your past with your parents at the end of the last chapter, you can start with the next paragraph, rather than repeating this introduction, which appears to repeat the end of the last paragraph.

This is a good place for the memories of your parents. The main story is exciting. The reader will want to know about the past, as well as what is going to happen next in your search for truth.

24.
(Pg. 41) Rather than start with the marriage to Fritz, and then back up to the first husband, what about talking about the first husband first, then Fritz? That way, when Fritz drinks and becomes an ogre, the reader will know that this is something Eleanor is frightened of because of her past.

25.
(Pg. 61) All this background depth with your mother and father creates a dynamic picture of your life with them and adds to the complication of how they could have kept your adoption such a tight secret.

26.
(Pg. 67) Even in these memories of the past, scene dividers can help to break up the events. I'd put a scene divider here.

27.
(Pg. 67) Here's another spot where you back up and tell things out of order. In this paragraph, you begin the trip home from the hospital, but above, you already discussed the nurses' reports after taking care of him at home. Keep things in order by describing the event going home, and then the nurses taking care of him, saying everything is fine.

28.
(Pg. 69) All through these scenes of the past, you should develop the dialogue when the characters are talking with each other. You can draw the reader more personally into the scene if you develop the action and dialogue in this anecdote.

29.
(Pg. 70) Since this event appears to be taking place before the night Artie goes into the hospital, you should tell about warning the siblings before the call that night from Artie.

30.
(Pg. 77) I see how you are making connections between things, even when they are out of order, but I think it would be easier for the reader to comprehend and experience the events if you tell them in chronological order and avoid repeating portions of them. 

In the last chapter, you ended with Artie about to die with the last trip to the hospital. This chapter backed up to the previous Father's Day, and now it backs up again to the previous May. The chapters would come across more smoothly if you start this chapter with the May event and move all the other events around your father's death (including those in the last chapter) to this point, telling them in chronological order. 

It will be a little confusing to the reader to go so deeply into Artie's death in the last chapter, and then to back up here. The reader is going to try to put all this in order and wonder how things fit. In the last chapter, Artie's siblings didn't want to have anything to do with him, but now, they are kind to him. This is confusing.

End the previous chapter with your marriage to Tina, which is a major turning point in your life. Then focus this new chapter on the events leading up to Artie's death.

31. (Pg. 81) Here's another place where you build some suspense about the coming of your father's death. Avoid telling the reader that it turned out to be peaceful, which gives away the ending. Just let it play out without commentary. Here is how I would do it:

I was petrified. I had never been present at someone's death before . . . especially a parent. My mother had passed away in the hospital while I was at work. My father had arrived moments later, guided by the feeling that something was going to happen. And now, I was going to be there for him. 

I didn't know what to expect: a restless heaving, arms flailing in the air, an eerie groan . . . I had no idea. 

As I stood by his side, my father's breathing slowed down . . . then calmly stopped. He stared gently toward the heavens, his mouth open in a perfect circle, like a choirboy . . . something he had been some sixty years hence. Everything was still. 

As I looked into his crystal blue eyes, the strangest thing happened. They began to fade to gray. It was as if the soul were leaving his body. It was perhaps the most peaceful and serene event I have ever witnessed.

With my wife weeping in the background, I bent over my father's forehead . . . and gently kissed him goodnight. 

Life would never be the same again.

This is a touching moment. With sensitivity and compassion, you've done a great job bringing out the release of this dying man.

32. (Pg. 84) You build good suspense here with the anticipation of what is going to happen. The drama and dialogue are played out moment by moment, keeping the reader in the grip of anticipation.

33.
(Pg. 89) This is an important scene. It should all be done in dialogue. If you aren't talking to your mother on the phone, how do you know she is confused or reluctant to talk to you? What is P.J. saying to her, or how is he acting to show this impression?

The next scene with Florence is important to dramatize with dialogue, too. The reader will be just as anxious to meet Flo as you are.

34.
(Pg. 95) The suspense keeps building about how all this is going to come out. What an ordeal, with more surprises at every turn!

35.
(Pg. 98) In this paragraph, there is a discussion of secondhand smoking, which you brought up earlier in the book. The reader will remember it. Build a little of this current information into the previous discussion and refer back to it here in a general way without repeating the same information.

36.
(Pg. 105) This investigation is starting to get scary. I can see why you can't sleep at night.

37.
(Pg. 113) Don't tell the reader that you didn't get much from Hanley before you enact the scene. Let the reader find out at the end, when you do.

38.
(Pg. 114) The story continues to move at a good pace. It's fascinating how so many lies and secrets were used to construct a false past and a foundering future.

39.
(Pg. 121) Again, this scene should be dramatized with dialogue to make the characters and the conversation real for the reader.

40.
(Pg. 125) Wow, this is all pretty unbelievable. As it comes across so well in your writing, you must have felt abandoned and isolated in your search.

41. (Pg. 133) This is another conversation that should be played out, especially if the officer is being curt. The dialogue and reactions will draw the reader more intensely into the scene.

42. (Pg. 137) At the end of this paragraph, there is another example of information out of chronological order. Here's how it is now:

In this shopping center, I found a restaurant where the manager informed me that he leased it from the Johnkins. When I asked where they could be found, the man told me that they lived "somewhere down the road" – which made me think that he'd listened to too many Barry Manilow records. The elusive couple might as well have been somewhere over the rainbow, because there was nothing but cow country out there. When I let the manager know that I intended to go look for them, he appeared horrified. Not a good sign. It turned out that my efforts were in vain anyway, and the Johnkins' remained secreted away. It would be up to Rockford now.

Here is how I would arrange it, putting all the minor events in order:

In this shopping center, I found a restaurant where the manager informed me that he leased it from the Johnkins. When I asked where they could be found, the man told me that they lived "somewhere down the road" – which made me think that he'd listened to too many Barry Manilow records. When I let the manager know that I intended to go look for them, he appeared horrified. Not a good sign. 

It turned out that my efforts were in vain anyway, and the Johnkins remained secreted away. The elusive couple might as well have been somewhere over the rainbow, because there was nothing but cow country out there. It would be up to Rockford now.

If you were to dramatize this dialogue, the scene might go like this: 

In this shopping center, I found a restaurant where the manager informed me that he leased it from the Johnkins. 

"Where can I find them?" I asked.

He threw a thumb over his shoulder. "They live somewhere down the road."
I suspected that he'd listened to too many Barry Manilow records. "Well," I said, "I intend to go look for them."
He appeared horrified. Not a good sign. 

It turned out that my efforts were in vain anyway. The elusive couple might as well have been somewhere over the rainbow, because there was nothing but cow country out there. The Johnkins remained secreted away. It would be up to Rockford now.

43.
(Pg. 139) Knowing that there could be a serious confrontation here makes the anticipation of this scene all the more exciting.

44.
(Pg. 149) Make this into a separate scene to include the findings of the investigator.

45.
(Pg. 150) Breaking up long paragraphs is especially helpful when you have an action sequence or an emotionally dramatic scene. Every paragraph break creates a slight pause, which spotlights each passing moment and builds the suspense. Here's an example of how to do the paragraphing:

It wasn't until we started our descent over the Raritan River Bridge – which was a high structure with quite an expanse – that Rockford informed me we had trouble. It seemed that his car was kicking and sputtering due to a very logical reason: it was low on gas. In fact, I was quite sure that we were now riding on fumes. 

My stomach tightened. I sat up like I was traveling on a bed of nails. We hadn't even hit the crest of the bridge yet, and the old clunker sounded like it was about to conk out . . . in the left lane, no less. 

Rockford leaned forward like he was attempting to create some magical thrust, which would propel the car over the hump to the Mobil station just over the other side of the bridge. "Lean forward and help," he said. 

I have to admit, for a split second, I almost pushed my weight toward the front of the vehicle. Then I caught myself. "That's not gonna do any good!" I announced, annoyed at the stupidity of it all. 

Rocky's nose was pressed up against the windshield for more thrust.

I gripped the door handle, ready to abandon ship.

Miraculously, we cleared the crest of the hill just as the old bomb ran out of gas. We coasted downhill and sailed through the tollbooth, which set the non-payment alarm bell off. As we glided down the off-ramp, I prayed that we'd make it to the gas station. 

With providence on our side, Rockford steered the dying car up to the first pump at the Mobil station . . . where it proceeded to come to a grinding halt. The calm and collected driver turned to his very sweaty passenger and said, "See . . . I told you we'd make it." 

You can see here how the paragraphing helps give a sense of drama as your eye moves down the page and takes in the breaks that separate ideas and characters.

46.
(Pg. 151) I suggest putting this paragraph just before the dinner date, after the luncheon. It's associated with the dinner date, not the luncheon.

47.
(Pg. 156) This is another scene that would be more powerful if done in full dialogue.

48.
(Pg. 159) This paragraph should be broken up into smaller paragraphs.

49.
(Pg. 161) This is an example of a flashback that is appropriate to the current event and wouldn't fit in any other place in the story. It's okay sometimes to have things out of order if there is no other appropriate place to tell them.

50.
(Pg. 165) The story continues to be fascinating.

51. (Pg. 185) You do a great job with the dialogue when you use it. If you fill it out throughout the whole scene, it will add a lot to the reader's personal experience of the drama.

53. (Pg. 186) Here is another place where you should avoid telling the reader ahead of time that Marie made a startling statement. Play up the statement in dialogue, and then react in a startling manner.

We talked for a while, and during the course of our conversation, Marie Smith said, "Your mother, Eleanor, developed a drinking problem back in our West Orange days. She would get smashed on wine every evening, while your father worked. I tried to intercede. I talked to Eleanor, and eventually the problem disappeared."
The statement startled me. It seemed rather strange. For someone who knew nothing about the past and how it related to my adoption, Marie kept coming out with little tidbits of information. 

54. (Pg. 188) This information about your father's pending death and relationship with his siblings was developed earlier. It will seem like a repetition here. You could drop some of this without losing anything important. It would go like this:

After the 1994 death of my father, Arthur Smith, my relationship with the Smith family steadily declined. The entire family turned a cold shoulder to me, and I had no clue as to why. Of course, after beating myself up over this odd treatment for two years, I finally figured out the probable reasoning for this behavior: my adoption secret had come out of the closet. To them, I was not really a part of the family.

55. (Pg. 196) You should tell this event before the new article to keep it in order and to finish off the family interaction with the published article.

56. (Pg. 203) This is a moving tale, and this scenario seems to make sense, with all the obstacles that came up to hinder your research.

57. (Pg. 208) This is a fascinating story, appropriately ending with appreciation for the two people who tried to save you from all the misery and pain as the secret weighed upon them. Still, there are unanswered questions that leave the story with a bittersweet ending. Hopefully, one day you will find more answers, or at least come to total peace in leaving it as it is.

SUMMARY
Here are the main points to keep in mind as you rework the story:

· Consider writing a brief introductory chapter to let the reader know the purpose of the book and the direction that you are taking.

· Flesh out the physical appearances of some of the major characters when they are first introduced to build stronger images for the reader.

· Develop more dialogue in scenes in which the characters are conversing, instead of telling the information in narrative prose.

· Avoid using phrases that remind the reader that the story is written from a future perspective. Keep the drama moving forward as though it is all happening in the moment.

· As much as possible, keep the events, even minor events in a single situation, in chronological order.

· Avoid telling the reader the result of an event before you describe the event. Let the ending or your reaction be revealed when it happens.

· Use scene dividers to separate scenes when there is a major change in location and time.

· Fix the mechanical errors and get the manuscript into the best shape possible before sending it to a publisher.

~~~ END ~~~
