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

I'll start with the major elements of novel writing, which I'll present in the form of questions as I determine how well those elements relate to your manuscript. I'll also include specific scenes and passages to demonstrate the application of those elements. At the end, I'll summarize the most important points.

~~~~~
BACKGROUND
1. "Background events" are those events leading up to the story – events that set the stage but are not part of the story itself. Are the background events in your story well developed and relevant?

Yes. No problem here. I like the way you bring in the altered-time elements through little things like government control over the Internet, having to apply for travel permits and child-bearing permits, the contraband of video tapes, books, and jazz music, the ban on "frivolous entertainment," and the attitudes and power of the Morality Police. The worship of Joseph Kennedy and Hitler make their marks, too. On top of this, you bring in historical people such as Fred Astaire, Victor Hugo, Charles Lindbergh, Andy Rooney, Babe Ruth, and Cole Porter, along with popular tunes that did not make it big in the altered world. You have a great knack for bringing the old history and new history together. All this background comes across in a fascinating tale of intrigue, danger, and power over the common individual.

2. Details of physical setting help to build a sense of location, as well as ambience, around the characters and the events. In your story, are settings colorful and authentic? Do they come to life for the reader?
You do a great job with details. They are colorful and realistic, like the Pact of Peace Monument with the giant statues of Joseph Kennedy and Adolf Hitler clasping in a handshake on Governors Island and seagulls landing on their heads. You create rich images through Max's camera, through Tom's observations of his new and surprising underground discoveries, as well as through little details such as a flag cracking like distant cannon fire. The descriptions of the 1933 streets, buildings, and rooms perfectly reflect the tone and flavor of the times. You smoothly weave in the weather conditions with the merciless sun in Miami and the freezing ice and snow in the 1933 northeastern states. Great job on using all five senses to make the settings come to life. The reader has a solid grasp of the surroundings and how they influence the characters.

3. Are background events and setting details worked into the story in a way that does not interfere with forward movement of the plot?
The backgrounds and settings are worked smoothly and skillfully into the unfolding events of the story.

CHARACTERS
1. Are there enough characters? Too many?
The number of characters seems just right.

2. Are main characters fleshed out with physical appearance? Background information? Believable character traits?
Characterization is handled very well. You do a great job with physical appearances and backgrounds on your characters. Each character is unique with authentic, realistic traits. Each character remains true to his/her personality and attitude throughout the story.
One particularly interesting element of characterization comes from Woody's inability to speak, so he and Tom can exchange sign language to keep their conversations private. When Woody first appears in the story, you might give a little more of his physical appearance. Although there are common traits that can be imagined about Woody, being a grandfather, and being confined to a wheelchair, the reader should be able to see him more specifically than this because he is important to the story. Does he have thinning white hair? Or wavy, bushy gray hair? Does he wear spectacles? Are his hands gnarled with arthritis? Is he wiry, or slightly overweight? You might weave a few little details of his looks into his introduction on pages 8-9, or when Max notices him at the top of the stairs on page 20.

A few of the other characters who are important to the story might also have slightly fuller descriptions when they are first introduced. Peterman, for example. He is described as black, big, and with a grin. I wanted to see him a little more clearly. You might add something to this by giving him black, piercing eyes, or dark, friendly eyes. Just some added little hint about his attitude through his looks. I'm not saying that you need to add a lot in these instances. Just a few words.

Traits and attitudes should come to the reader's attention at the time a character is introduced, or shortly afterward, and then be brought out again in different ways in later chapters to build on the character. Just as you get an immediate impression from someone you run into on the street, the reader needs to get an immediate impression of the looks and attitudes of the important characters shortly after they are introduced. With most of the characters, you do this very well—as with Max and Stefano. The reader gets a clear picture of them, as well as a feeling about what kind of person they are by how they walk, talk, and look when they first arrive on-stage. A few more details woven into the conversation and action can help the reader see the characters more easily.

3. Does the reader have a specific protagonist on which to focus? An antagonist?
Tom is definitely the protagonist here. This is his story, and he plays it out well.

Max is the main antagonist and offers a great conflict for Tom. Max's goals work counter to Tom's efforts, and Max is always right behind Tom to keep problems stirred up all the way through to the end. Great job on this.

You had asked earlier about Max's character and background drawing too much sympathy from the reader, so I'll address that here. 

In Chapter 2, when Max is first introduced, Peterman warns Tom that Max is a ruthless son of a bitch. However, I don't feel this portrayal really comes across strongly enough through Tom's perceptions. This characterization only begins to show up at the point where Tom is given an overdose of truth serum. This is where Max shows signs of ruthlessness, and possibly insanity. You can help the reader get an earlier indication of this trait by letting the reader know that Tom senses something very strange about this little guy, suggesting that Max is not quite balanced. Maybe it could be a glassy look or meanness in Max’s eyes. It is usually the eyes that tell a person a lot about the soul of another individual.

In the second to last paragraph on page 12, Tom notices that Max's narrow, gray eyes never stop moving, but this doesn't mean that Max is crazy or mean. It could mean that Max is intelligent and observant, and this movement is his way of summing up things quickly. If Tom interprets this movement for the reader as being shifty, or unbalanced, or something to be wary of, you will help the reader get an indication that everything is not right with Max and he could be dangerous. Although you do a great job with the rest of his description on this page and the next, the danger is missing, and this is what should be stressed so that there is a clear impression that this is a man to be watched carefully and possibly feared. 

If you can bring out a few little hints about Max's cruelty as Tom is observing Max in this first confrontation, if Tom can sense a reason to fear Max (even if Tom chooses not to be intimidated by the agent), then the reader will see reason to fear Max, too. Tom might pause briefly and study Max from the idea that Peterman said Max is ruthless, then come to his own conclusion that Peterman could be right if Max is pushed too far. A few simple additions is all this chapter needs to set up Max's character with the potential of being extremely dangerous.

When you go into Max's viewpoint on page 17, the reader begins to get indications that Max is not balanced. Through Peterman's questions and comments, it becomes apparent that Max is not acting properly in how he is dealing with Tom. If Tom brings out Max's strangeness earlier, before Tom loses consciousness, the reader will be set up to accept Max's peculiarities and sense more of the danger around Tom through Max's actions as he now plays them out in the story. First impressions make a lot of difference in setting up the characters, so it is up to Tom to get Max's character clearly across to the reader as someone who cannot be trusted to be morally or ethically motivated.

In Chapter 5, there is a flashback on Max's torture by the Okinawans. There is some sense here, too, that Max may be able to win sympathy from the reader because Max is being mistreated and has to survive this horrendous ordeal. Although the ordeal explains why Max's fingers are black, it isn't fully clear if this scene is meant to show how and why Max became ruthless. From my own interpretation, I think Max was probably always a little crazy, but the torture imposed on him at this time, and the aftermath of his reactions when he went crazy and tortured the enemy back, highlights his personality. The event made him worse, and was possibly a turning point in his treatment of others. Is this what you intend? Or is the intention of this scene to show that Max learns how to use fear of torture to get what he wants? This last idea is what comes across, but I think a lot more is going on here that could solidify Max's character as an unbalanced person.

I suggest that you give a little more indication that Max uses this tragic event to stir up his demented and/or demonic nature, and it pushes him over the edge. Rather than just suffering from the pain, and using thoughts of his daughter to survive, you might also let the reader know that there is a sense of anger and revenge that rises in him at times, and he takes these opportunities to consider how he might escape and get back. By giving him the motivation to repay his enemies in kind, you show the reader that Max isn't going to give up easily, and you set the motivation that will lead him to overdo the torture he imposes.

Rather than simply have him rejoice that he isn't blind when the enemy rips the tape from his eyes to make him look at his mutilated foot, Max could also visualize himself doing worse to them. This might bring a smirk to his face. Things like this will keep the reader aware that Max can really get into torturing himself. This is not something an ordinary person would think to do. Max's craziness should be part of his survival. When he finally gets free and lets loose with his own torture techniques, the reader will accept the fact that Max was not balanced in the first place and now he is acting out his latent insanity.

Other than these two places, I don't see that you will have to make any other changes in Max's actions or attitudes in the story. Once the groundwork is laid for his imbalance, everything else he does will be judged in that light. So although I originally thought that you might have to cut back on his background and/or bring it out more sporadically through the story, after reading the novel carefully, I don't think you have to change anything other than what I've mentioned.

As far as his family goes, with his wife divorcing him and taking his dear daughter away, this gives Max some motivation for taking pictures and adds a little dark humor to the story. If the reader gets a clear picture that Max is a little crazy, there will be no question that his wife and daughter should have left him. Max can feel regrets about losing his daughter, but the reader will put his personality in context of the situation and sympathize more with his wife and daughter than with him. The reader will understand that Max is dangerous, and his wife and daughter left him to protect themselves.

In general, Max is a great character and a great antagonist. You clearly bring out his racism through his thoughts and feelings about blacks and Jews. His nostalgia for the Pact for Peace Monument, especially Hitler's statue, shows his leanings toward Fascism and his desire to be powerful within the structure of this government. His penchant for "civil order" and the swift, harsh punishment of traffic offenders properly classifies him as an extremely intolerant man. His use of his camera is a great token of his personality as he captures important moments in history for his daughter, and as he captures gruesome scenes of torture and fear for his private collection. He is strange and unpredictable, as when he shoots Peterman's ancient fish with his laser gun, and snaps an overseer beating a slave. He has both strong and weak qualities, as well as a definite motivation (becoming as powerful and famous as the director of the FBI) to keep him fighting for his goal to the end of the story. You've really done a great job on his character.

4. Do supporting characters add interest and complications?
Yes. There are a lot of strong supporting characters, such as Juliet, Woody, Peterman, the individuals in the FDR Brigade, Stefano and Andrea Valenti, J. Edgar Hoover, Franklin D. Roosevelt, Margaret, and Zangara. These individuals, as well as many others, offer a lot of interest and complications for Tom as he sets out to achieve his goals.

5. Are characters properly motivated to act as they do?
Yes. Motivations are strong and clearly identified for all the major characters.

6. Is the dialogue natural and consistent to the characters?
Yes, the dialogue is excellent and smoothly moves the story forward with some good tension and suspense. You bring out a touch of the Southern dialect, Italian, and other unique expressions for many of the characters. There are a lot of good confrontational scenes, such as when Tom is arrested by the Morality Police and when he is confronted by Max on several occasions. Great job on your use of vital and authentic dialogue throughout the whole story as the history of America unfolds in the past and the future and changes through the process of Tom's efforts. Through the dialogue, you also capture much of the emotional nature of the events.

VIEWPOINT
Character viewpoint is something that many newer writers struggle with. When I refer to the "viewpoint character," I'm referring to the character through whom the reader is experiencing a particular scene. Let's take the following as an example, using some fictitious characters and a scenario I invented for this.

Keith sat down in the big chair by the window and stared out at the driving rain. He didn't think he could take much more of this stress. If he didn't hear from Debra by tomorrow, he would have to go to the police. He didn't have a choice.

Then he heard something behind him, barely audible over the sound of the rain drumming against the window. He turned just in time to see the gleaming blade of a hatchet coming toward his head . . .

That scene is clearly told through the thoughts, senses, and feelings of Keith. With that kind of firm viewpoint, the reader will feel as if he's experiencing the scene through Keith. Now let's look at another version of the same scene.

Gary heard the click of the latch and quickly stepped behind the corner of the large bookcase as Keith opened the door and came into the room. Without so much as a glance around, Keith crossed the room and slumped into the big chair by the window. He stared out at the driving rain.

Gary couldn't believe his good luck. He didn't intend to let this opportunity slip away.

Gripping the wooden handle of the hatchet tightly, he stepped quietly across the thick carpet, coming up behind Keith. The drumming of rain against the window had seemingly mesmerized the older man. Gary fixed his gaze on the back of Keith's head as he slowly raised the hatchet . . .

This time the viewpoint character is Gary. Again, the reader feels as if he's experiencing the scene through a specific character. Here's yet another version of the scene.

Keith opened the door and stepped into the room, unaware that Gary was hiding behind the bookcase. Keith sat down in the big chair by the window and stared out at the driving rain. He didn't think he could take much more of this stress. If he didn't hear from Debra by tomorrow, he would have to go to the police. He didn't have a choice.

Behind him, Gary gripped the handle of the hatchet tightly and moved across the thick carpet, his eyes fixed on the back of Keith's head. Keith, distracted by thoughts about Debra, didn't hear him above the drumming of the rain.

Gary raised the hatchet a moment before Keith turned. But it was too late . . .
In that example, viewpoint shifts between Keith and Gary. The reader doesn't have a chance to form a viewpoint alliance with either man, so he won't feel as though he's fully experiencing the scene through either of them. Instead, he's merely reading about something that's happening.

Sometimes a scene demands more than one viewpoint character. Sometimes you want to give the reader more information than one viewpoint character can provide. When you do need to switch viewpoint in the middle of a scene, it's a good idea to give the reader a visual cue that a change is coming. You can do that by leaving extra spacing at that point. In the case of Keith and Gary, for example:

Keith sat down in the big chair by the window and stared out at the driving rain. He didn't think he could take much more of this stress. If he didn't hear from Debra by tomorrow, he would have to go to the police. He didn't have a choice. He drew in a deep breath and expelled it as a sigh. Rain drummed steadily against the window.

#

Gripping the wooden handle of the hatchet tightly, Gary stepped quietly out of his place of concealment behind the bookcase. He moved slowly across the thick carpet, coming up behind Keith, fixing his gaze on the back of Keith's head as he slowly raised the hatchet . . .

In this example, Keith is the first viewpoint character, then the viewpoint moves very firmly to Gary. Although both men are viewpoint characters in the scene, the reader will only be experiencing the scene through one man at a time.

Now let's see how viewpoint applies to your characters.

1. Is the viewpoint selection correct for this novel?
You have a good understanding of viewpoint, and you give each scene a specific viewpoint character. The main viewpoint characters, Tom and Max, get the most viewpoint scenes and are alternated through the development of the plot. The reader can experience both of their outlooks and understand what is happening. The way you have set up these two characters, particularly with Max inserting the transmitter into Tom's watch near the opening of the story, creates a lot of suspense because Tom is unaware that he is being traced. The reader gets into the heads of both characters and hangs on for the fast-action ride that unites the protagonist and antagonist solidly.

Giving a character a viewpoint role sets that character apart from the rest and lets the reader know that the character is someone worth getting to know on a personal basis as the story develops. The viewpoint characters are the ones to share internal reactions, feelings, and thoughts with the reader, so a bond or connection with the character is a vital part of how the story is experienced by the reader.

I do think you could cut back on the viewpoint roles a little. Quite a few characters are given viewpoint roles, even though some of these characters play short and passing roles in the story. You can see how important Tom and Max are to the plot. Without their viewpoints, the plot would not survive as it is. However, there are other viewpoint characters that are not as vital to the development of the plot that the reader gets to know on a more personal level.    

For instance, the Englishman Campbell has a single viewpoint scene in the story in Chapter 43. His scene could be dropped without hurting the plot. Of course, the reader will never know that Campbell gave word to the police reluctantly and withheld information, but still, the fact that Campbell spilled the beans about the arrival of the train in Miami is the only really important data as far as the plot goes. You can drop Campbell's scene and still get that information across when Max talks to Hoover on the phone later. Hoover reveals what Campbell said. This is all the reader really needs to know.

Most of the scenes with Hoover are shown through Max's viewpoint, but there is one short scene in Chapter 39 given strictly through Hoover's viewpoint. It would be better to play this through Max's head and let Hoover express his feelings out loud, or keep them to himself. I think the reader gets a very strong impression of what Hoover is up to through his actions and responses without having to move into his head for this short scene.

Using young Woody as a viewpoint character in the last part of the story throws the characterization off balance. The reader knows elderly Woody from Tom's insights, observations, and feelings at the beginning of the story. This is done well. The reader doesn't really need to know what Woody is thinking or feeling because this all gets exposed through Tom's experiences with him. After Tom is thrown into the midst of the FDR Brigade and finds out that Woody had some ulterior motives for keeping Tom in the dark about the assassination of FDR, Tom begins to understand new things about Woody. All this is important to the plot structure and Tom's relationship to Woody. Late in the story, in the middle of the climax, when everything should be coming together and summed up, the reader is given a new character (young Woody) to get to know on a personal basis.

Your story is tightly structured, and I can understand how you want to give the reader all sides of the story, bring in some of the history of 1933 through these new viewpoints, and show how the attempted assassination personally affected all these people. This is something you are going to have to weigh and balance as you decide whether or not to change what you have already developed. (I'll talk more about the ending from other aspects in the plot section later.)

In looking at the overall story, the reader will be mostly interested in how Tom and Max come out at the end because they are the characters who have the most to gain from the events of the story—at least from the reader's perspective. The story is being experienced through them. They are the key players as to whether or not history will be changed. This is where the reader will be placing his fullest attention and why he will turn the pages to get to the outcome. The reader wants to see each of them get their dues.

The whole world will be affected by what these two men achieve, or don't achieve, so the outcome is important and worth the time investment. Everything lies on the shoulders of Tom and Max, not on how Woody gets to the hospital or how he feels about what is going on between Tom and Max. Woody adds some complications at the end of the story, but he could just suddenly show up at the hospital and peek in the window, and Tom would know that Woody probably sneaked away from home to follow him. Woody could tell Tom that he followed him here because he thought Tom was trying to kill Roosevelt. Under these conditions, the reader will accept Woody's presence without actually transferring to his viewpoint.

Viewpoints that are vital to the story, and give angles that cannot be known otherwise, include Tom, Max, and Zangara. Margaret gives insights into FDR which cannot be known in any other way, so I would probably keep her viewpoint. There are a few scenes from the Valentis, but these could probably be built around Zangara's impressions. However, I would opt for keeping the Valentis over developing Woody's teenage viewpoint.

All the groundwork for the viewpoint characters is better developed early in the story so that the last part of the story can play out smoothly without interrupting with new viewpoint characters. The relationship with these later viewpoint characters does not have time to adequately develop for the reader.

2. Is viewpoint consistent throughout each scene?
Aside from the major issue of adding viewpoint characters late in the story, there are a few places in the story where there is a minor viewpoint switch within a scene. Here are some examples.
Page 8, paragraph 1: A moment later, Woody scooted out on his wheelchair and slammed the fireplace shut. Is this something that Tom is observing, or is Tom concentrating on working on the computer and not paying attention? I had to read this paragraph several times to realize that the viewpoint wasn't switching to Woody's head, but remained in Tom's viewpoint. Tom is concentrating hard on his speech and, even though he gives Woody a warning to come out of the hidden room, Tom goes back to his work as Woody makes his way to his TV corner. If Tom simply watches Woody scoot out into the room, it will definitely come across from Tom's viewpoint.

Page 18, paragraph 7: Peterman kept a close watch on Max's fingers as he worked. Is this something that Max notices, or is the viewpoint switching to what Peterman is doing? If Max is involved in the tiny manipulation of instruments to open the watch and install the listening device, is he paying attention to Peterman? To give more of a feeling that this is coming from Max, you might say something like: To Max's annoyance, Peterman kept a close watch on Max's fingers as he worked. This gives a clear indication that the reader is not switching to Peterman's head.

These are minor switches, as I said, but without a strong feeling of viewpoint at these points, the reader might be momentarily confused. That can cause a distracting stumble.

A more important viewpoint consideration occurs on pages 117-136 when Tom is reading the articles written by Juliet and recreating, in his mind, what must have occurred at the time the foundation for the assassination scheme was laid by Joe Kennedy's involvement with Hitler. You do prepare the reader for this "recreation" by warning the reader that Tom is trying to visualize the story that emerges between the written lines. However, since the viewpoint is really being told through Tom's imagination, there is a tricky line between what he can know and not know about the situation. Tom can imagine what Joe Kennedy looked like in his youth, because Tom has seen pictures of Kennedy and known him through history books, but Tom probably could not know what Hitler's normal tone of voice is, or maybe what Hitler was wearing when Kennedy visited with him. How would Tom know that Hearst had a high-pitched voice, or Ford had feral eyes? Maybe he knows this from history, from Woody, or from other sources.

I realize that you are making the written articles come to life for the reader, rather than simply giving them in narrative, so this is one advantage of playing out the scene. And I have mixed feelings about this within your story. You have so much good drama and action, the reader will probably not have a problem with reading Juliet's articles without actually going through the drama. On the other hand, if I were to keep the drama, I would probably make it a little more clear that Tom is drawing on the history that he knows to create the setting details and the images of the characters. Tom might think to himself that he can picture Kennedy's red hair and freckles giving an innocent appeal to his bright mind and quick wit so people would listen to him or get pulled into his schemes, etc. Just be careful that you don't include any historical facts or details in the dramatization that Tom could not build from his own experience or from the article itself.

Within this dramatization of Kennedy, the viewpoint mainly comes through Kennedy's head because throughout the scene, Kennedy shares private thoughts and feelings with the reader. Thus, there is a viewpoint switch on page 129, paragraph 7, because Kennedy would not see himself as having a toothy grin or his blue eyes sparkling. Because this is being told through Tom's rendition of Kennedy's viewpoint, you might consider making the entire scene omniscient, rather than come through Kennedy's thoughts. This means that the reader never actually gets into the heads of any of the characters, but sees the scene entirely from Tom's perspective as he watches the characters in his mind. This is just a suggestion to get away from the viewpoint switches and yet be able to describe all the actions and reactions of the characters as the supposed events unfold in Tom's imagination. This might be more realistic than trying to tell the scenes from Kennedy's viewpoint.

PLOT STRUCTURE
Before I get into the individual questions on plot, let's look at the basic ingredients in plot development. What makes a novel spellbinding? What keeps the reader's eyeballs glued to the book all the way to the end?

1. There must be a recognizable, well-developed Protagonist with whom the reader can identify and sympathize, and who must face a major conflict at the beginning of the story.

2. The central Plot Conflict must be seen as specific, serious, and urgent by the protagonist, as well as by the reader. The protagonist then sets out to resolve the conflict. In the process, the protagonist becomes entwined in additional unexpected complications.

3. The Plot Complications grow and build way beyond the initial problem. The drama and action keep drawing out and out. Lots of suspenseful things happen. If one problem is overcome, another pops up. The situation keeps getting worse and worse, drawing the reader further into the story. Eventually, everything starts coming together as the final climax draws near.

4. The Plot Climax is the point of total crisis. Everything seems lost. It appears to the reader that the protagonist is going to be defeated by the conflict. Only at the last moment does the protagonist rise above the situation with the ultimate solution.

5. The Plot Solution allows the protagonist to overcome the original problem. The protagonist alone (or as near alone as possible) must accomplish this task. The solution must come out of the protagonist's character traits and out of the story itself, not out of a major coincidence or saving presence. The conflict must be resolved through the efforts of the protagonist.

This may sound like a formula, but it works for many bestselling authors because it builds in the kind of tension and suspense readers want to see. They want to place themselves in the shoes of the main character and follow the story as the protagonist faces and solves the problems that must be confronted. The challenge with any novel is to keep the reader breathlessly turning pages. You can do that by giving the reader plenty of things to wonder and worry about.

What it comes down to is that the reader has to have something to anticipate. That's what creates suspense. If the bad guy says to one of his henchmen, "I know Sam will be at the crossroads outside of town in three hours. Get the boys together and jump him. And this time I don't want any problems," then the reader has something specific to anticipate in an upcoming scene. Of course, it's better to give the reader something to anticipate for longer than three hours, if possible. And in suspenseful novels, the reader usually has several things to wonder and worry about as the story develops and the plot thickens.

Let's go through the plot structure from the beginning and see how it relates to your novel. We already talked about the protagonist a little, but I'll add a few more questions to look at this important character a little more closely.

Protagonist
1. Is there a recognizable, well-developed protagonist?
Yes, Tom is fully developed and easily recognized as the protagonist.

2. Can the reader identify and sympathize with this character?
Tom has many great qualities that endear him to the reader. He is bright, assertive, and dedicated to democracy. He is willing to take risks in order to gain his dream of liberty for all. At the same time, he is a compassionate individual, dearly loves his grandfather, and meets up with plenty of struggles. The reader will easily be drawn into his character and feel his continued plights.
Plot Conflict
1. Does the protagonist face a major conflict at the beginning of the story?
Yes. Tom is faced with an arrest by the Morality Police at a time when he is under pressure to write a speech for Chapman's introduction of Nixon. Tom is mistreated at the detention center and then forced to meet his nemesis, Max Thurlow. Good job on Tom not understanding why Max insists that Tom is part of the FDR Brigade. Tom's innocence plays a strong role in the opening of the story. The reader experiences the surprises about the present and past as Tom experiences it.

2. Is the central conflict specific, serious, and urgent?
Tom's problem is specific: The Morality Police take his computer and arrest him for unknown reasons when he must complete his speech. It is serious: The police cannot be trusted and infringe on the rights of individuals. It is urgent: Tom's time for completing the speech is running out, and he could lose his job, as well as his home and so-called freedom, for no apparent reason. All this leads up to the ultimate goal of Tom going back in time to change history and gain back the Bill of Rights and individual freedom.

3. Does the story begin in the right place?
I like the way the story opens with Zangara's prologue. The alternate history is set up clearly when Roosevelt is dead. You do a great job in bringing out Zangara's nervous yet determined movements as he makes his way through the crowd. Zangara's motivation is clear and distinct. His reward for killing FDR is sleeping with Andrea. He caresses the gun as he would her skin. The reader will be shocked when Roosevelt dies, but the story is off to a great start.

This leads into the heart of the problem for Tom seventy years later when there is potential that he may lose his rights as an individual as the Morality Police knock down his door. You do a great job showing the reader how 2003 has developed out of FDR's death and how it is affecting Tom personally.

4. Does the beginning grab the reader's interest?
Yes. The situation becomes more dangerous and oppressive when Max enters the picture and falsely accuses Tom of lying about the FDR Brigade. The reader knows that Tom's situation is shaky because of his rights being denied, but when Max enters with his haughty and distorted attitude, the reader sees that Tom is in serious trouble. Great job on the dialogue and action all through these opening scenes.

5. Is the protagonist prepared to go to any lengths to resolve the conflict?

Yes. Despite doubts at times, Tom is determined to maintain his own freedom as well as risk his life for the freedom for others. This is clearly played out through the whole story.
6. Does the conflict offer universal appeal?
Yes.

Plot Complications
1. Is the forward momentum of the story carried through plot complications that become more and more difficult to resolve?
The story is tightly structured with lots of excellent twists and surprises for Tom and the reader. Max is always right behind Tom, and sometimes even just ahead of him because of the hidden transmitter in Tom's watch. You've made great use of this little prop to keep the action moving. Your use of the watch to represent time connects with all the switching back and forth between 2003 and 1933.

The story keeps up a good pace, but also gives the reader adequate rest with moments of pause and some light humor. One event runs into the next, and Tom never suspects that Max is at his heels, so this keeps the activity hopping from moment to moment and place to place. Tom often unwittingly moves out of Max's reach by being underground or in New York when the AM stations are broadcasting over his transmitter. Great job in weaving all this together so naturally and smoothly.

There's not a lot I can say about the development of complications in the story. You've incorporated plenty of problems. You bring in a lot of good connectors that keep the opening of the story tied to the middle and end, such as Max's need to take strategic photographs of events, and Tom using his photographic memory to help him move through the strange developments in 1933 without the restrictions of the Fascists ruling the world. Everything is tied together very well, with lots of great adventures from the destruction of the Pact for Peace Monument, to Tom's underground escape, to the blasting of the rose window at the cathedral, to the disappearances in the dumbwaiter, to the escape on ice and river current, to the cover with Babe Ruth's help, to the sale of Bob Fletcher's song to Cole Porter, to the airplane stunts on the Empire State Building, to the airplane maneuvers through Juliet's expert flying, to the rough ride in Campbell's speed machine, to the landing in Florida on the train. Well . . . I'm impressed. Wonderful intrigue and action are woven all through the story.

2. Are the complications resolved satisfactorily?
Yes. As one complication is resolved, others arise, keeping the story tight and tense.

Plot Climax
1. Is there a crisis point in the story?
The crisis point begins to build when the characters all land in Miami moments before the assassination is to take place. The schedule is tight. Everyone is in place. What is going to happen this time? Will Tom be able to change history? Will Thurlow stop him? Lots of tension here.
2. Does everything seem lost to the protagonist? Does it look like the protagonist will be defeated by the conflict?
No problem here. Tom is chased by Thurlow as soon as Tom exits the train. Tom just can't seem to shake the annoying little guy, even without his watch. Eddie Cantor helps Tom get past the police in the theater, but Tom still has to fight his way through the heavy crowds to find Zangara before the gunshot goes off. He follows the news crew through the narrow path and manages to get a glimpse of Zangara, Woody, and Woody's father, but they are out of reach and hearing. Finally, using the key word "Goofus!" Tom attracts Woody's attention, and history changes.

The story reaches a point of maximum suspense in Chapter 45, where the new scenario unfolds: Woody's father grabs Zangara's arm, and Zangara misses FDR but hits other people instead. Despite the carnage, Tom was elated. Roosevelt lived! At this point, the reader will feel that the original problem is basically resolved. Everything that Tom had worked for has been achieved. Yet you don't want Tom or the reader to rest too much, because there is more to come. If you don't set it up properly and prepare the reader for more action, the coming events will seem anticlimactic.

Although the president-elect is still alive on page 430, Tom's problems are not over until the assassins are in custody and Thurlow is stopped. Tom might be elated by Zangara's miss, but he must know that Thurlow is still a threat. If you give some indication of this at the end of Chapter 45, that Tom must now find Thurlow and stop him from making further attempts on Roosevelt's life, the reader will not relax, but will know that a few more important things must be completed first. You can even set this up earlier in the story by having Tom wonder what Thurlow will do if Tom manages to change history. Will Thurlow try to kill Roosevelt himself? Will Thurlow continue to haunt Tom in this new, alternate world? If this passes through Tom's head on an earlier occasion, such as when Tom is heading in the plane toward Florida, there will be a connection here after FDR escapes being shot. The reader will expect the story to continue until Thurlow is brought down. Tom's problems are not yet over. You could simply add something like this to the end of page 430: But still, Thurlow had to be stopped. The reader will then be prepared for the last bout between the antagonist and protagonist.

Plot Solution
1. Does the protagonist rise above the situation with the ultimate solution?

Once Tom has managed to get Woody's attention and save FDR, he still has to deal with Thurlow. This begins a new chain of events. The faster you move to the final confrontation, the better, because the reader will feel that a major step has already been resolved and will get restless to get to the end.

Chapter 46 begins a series of short viewpoint scenes to show how the unfolding events are affecting a lot of the characters. Although using short action scenes like this is a great technique for speeding up a climax, your story is so action-packed from the beginning that these short scenes, switching between a multitude of characters, might make the ending come across somewhat fragmented to the reader. 

Let's take a look at the viewpoint scenes in Chapter 46 involving Andrea and Juliet. First, Andrea notices that Zangara missed FDR and that Stefano seems to have disappeared. Next, Juliet sees that FDR is okay and worries about Tom. She sees Stefano limp away. Then Andrea pulls out her gun to shoot FDR, but his car moves away. Juliet notices Andrea, yanks the rifle away, and they get into a fight. Juliet knocks Andrea out and pitches the gun into the river.

In the long run, it is not really important what happens to Andrea or Stefano at this explosive point in the story. They will eventually be caught and shipped out of the country. Having this occur behind the scenes will be sufficient for the reader, who is now watching for how Tom and Max are going to resolve their problems. Also, the reader can learn what Juliet did to Andrea when she tells Tom on the way to the hospital, or in another scene. At this point after the failed assassination attempt, the emphasis should be placed on what is happening with Max and Tom. The reader has been focused so tightly on them and on how things work out for them, he'll resist being taken away from them even momentarily. They should be the ones who are setting up plans for how they are going to complete their personal missions without the interference of the other.

I would recommend that you begin this chapter with Max. He might notice that Zangara missed and that Zangara's backup had not fired, so it is up to him to shoot Roosevelt. On his way, he might see Stefano limp away and notice Andrea pulling out a gun to shoot FDR. Then Juliet attacks Andrea and grabs the gun. This will show what is going on with the two women from the viewpoint of a major character—Max. Max can't worry about the Valentis at this point, and knowing that Juliet is going after Andrea at least keeps her out of his way.

As far as the scenes showing FDR's viewpoint while Cermak is dying, there is no way the reader can know this little part of history without bringing FDR's words and viewpoint into the story unless you have Margaret in the car with them and she overhears them. She has had a stronger viewpoint role in the middle of the story, so the reader will accept her perceptions at this time.

Another option is to build a few more scenes from FDR's viewpoint throughout the story so that his sudden viewpoint here won't seem out of place. Again, this is one of those minor problems that you will have to weigh in regard to what you want the reader to know and whether or not it is worth breaking the rhythmic development of the story to incorporate his viewpoint here.

Chapters 47 and 48 develop Woody's viewpoint as he sneaks out of the house like a Hardy Boy and follows Tom to the hospital. Although Woody adds some complications here, his viewpoint doesn't really add anything new to the plot structure, which should be winding down quickly. By dropping all his scenes, you still have Max and Tom intensely at odds with each other with plenty of twists and turns to keep them busy. Tom is concerned about FDR and Juliet's well-being, so he has enough to motivate him. In some ways, the reader might see Woody's presence as interfering in the clean movement toward a final resolution between the two main characters. This makes the end draw out longer than it needs to be.

If you want to leave Woody at the end, you might have Tom notice Woody outside the hospital window and try to get his help, or try to get him to leave. Tom always shoves Woody out of the way, so Woody doesn't do anything to make Tom's efforts easier. The reader will probably find him annoying, too.

Another way to handle this is to drop Woody altogether at the end and leave him out of the hassle that develops over the next attempt on Roosevelt's life. That would leave a clean line open between the characters whom the reader has grown to know over the course of the story. Things will move more quickly to a resolution. There are enough entanglements and delays without Woody's interference. I suggest that you combine the events of the last three chapters into a single chapter and tie it all up quickly so that the conflict between Tom and Thurlow ends fairly soon after the original assassination attempt.

2. Is the solution accomplished mainly through the protagonist's efforts and character traits, and out of the story itself?
Tom plays a strong role in going after Thurlow, saving FDR, and finally in destroying Thurlow by picking up the mirror and reflecting the laser energy back to Thurlow. I guess you could say that Thurlow got some of his own medicine. The reader will like how this works out.

3. Does the story end in the right place?
By leaving out the extraneous viewpoints and keeping the last scenes shown through the viewpoints of Max and Tom, you can finish up their original conflict in an exciting final confrontation. Everything works out in the hospital to create plenty of complications for both Tom and Max as they try to get to FDR and determine the path of history. This is the right place for the story to end.

The Epilogue nicely ties up the events in the future as Tom is relaying his feelings about the "new" historical evolution to his great-granddaughter. This takes the story back to 2003 and brings out the problems and issues that managed to rise out of FDR's presidency. Nothing is perfect. Good job on bringing this all together.

4. Is the ending satisfying and natural?
The reader will like seeing Thurlow dead and having Tom and Juliet marry and have great-grandchildren by 2003 in their new history.

5. Are all loose ends tied up?
Yes.

SCENES
Dramatic scenes encompass situations or events in which characters are totally immersed and focused on the impending activities. To the extremes, emotions may run high and wild if the event is cataclysmic, or the emotions may be deep and disturbing if the event produces hurt, silent rage, or revenge. Even a humorous situation, played out between two or more characters, can be dramatic in the way the characters interact. It is the fact that these situations are imminent—immediately at hand without time for analyzing what is happening—that makes them dramatic.

Nondramatic scenes are scenes in which characters discuss what has happened, what new information they have received, or what they are planning to do next. A nondramatic scene may be a discussion, a telephone call from someone who has new information, or merely a character wandering along the beach as he sorts out his problems in his head. Nondramatic scenes are inserted between dramatic scenes to savor the flavor of the drama that just took place, and to foreshadow what will happen next. 

1. In your story, is there enough conflict in dramatic scenes?
You have a lot of wonderful and exciting drama all the way through your story. You make superb use of conflict and correctly set up the suspense to keep the reader wondering what is going to happen next. You are able to get the reader involved in the characters through their dialogue and actions, as well as through the dramatic situations in which they find themselves. If you maintain strong and consistent viewpoints, your scenes will increase the reader's emotional involvement in this fast-acting, high-impact story.

2. Do nondramatic scenes enhance the dramatic scenes?
Yes. Nondramatic scenes are woven smoothly through the dramatic scenes to give the reader a rest from the tense action and to keep the reader informed of what the characters are thinking, feeling, and learning from the events that take place.

On top of this, you weave into your story appropriate and interesting true historical facts. Great job on using your imagination, memory of details, and historical research to bring this all together in a fascinating story.

3. Is there a balance of dramatic and nondramatic scenes?
Yes.

4. Does every scene serve a purpose that is clear to the reader?
Your scenes all have a specific purpose and help to bring the events together, or to cause greater complications. However, as I pointed out earlier, I'm not sure that Woody's viewpoint or some of the other minor one-time viewpoints are necessary to the plot and may actually come across as more of an interruption to the story in order to incorporate historical details (such as the Hardy Boy books) rather than forward the novel's plot.

5. Are transitions from scene to scene properly handled?
You do a great job with transitions from scene to scene and chapter to chapter. The scene endings are especially well done, setting up the next events with something important hanging in the air.
6. Is the writing style correct for this type of novel?
You have a strong, fluid writing style with a natural ability to keep the reader interested through clever twists, authentic details, unique characters, and clear conflict.

MECHANICS
1. Are grammar, punctuation, and spelling handled properly?
It's clear that you have a solid understanding of grammar, punctuation, and spelling, but there are a lot of little typos and errors. For example, on page 5, line 4, there are two periods. On page 16, paragraph 5, attach should be attache. (Actually, I notice that all words that should end with é aren't being printed, so this is probably a printer conversion problem.) On page 17, last paragraph, last line, have should be had: had given Max orders. On page 27, line 5, the first sentence switches to present tense. To keep the story consistent in past tense (unless it is dialogue or a direct thought), this line should read: Chances were he'd actually go. In the last sentence in this paragraph he say he needed to unwind should be he'd say he needed to unwind.
These are a few examples of little problems that you can clear up by proofing the manuscript before sending it to agents and/or publishers.

2. Are sentences natural, varied, and interesting?
You make an exceptionally good use of varied sentences.

3. Are paragraph breaks natural and paragraph lengths proper?
There's no problem with your regular paragraphing. Most of your paragraphs are short, which is appropriate for a fast-action story like yours.

The only thing I would like to mention here is the use of dialogue with characterization. There are a lot of good conversations and confrontations in your story, but on occasion the reader might be a little confused about which character is speaking if the dialogue does not fall in proper sequence.

For instance, the last paragraph on page 13 belongs to Thurlow. He responds to Peterman's warning with dialogue. This is fine. His action and dialogue are on the same line.

On the next page, the first paragraph refers to Thurlow's continued action with his hands. The second sentence tells the reader what Tom sees on Thurlow's wrists. The dialogue in the next sentence could come from either Thurlow or Tom, and it might take the reader a moment to figure out which one is speaking at this point. Of course, he could figure it out, but the brief uncertainty will distract him from the flow of the scene.

To solve this problem, you might move Thurlow's hand actions to his previous paragraph, and move Tom's action of noticing Thurlow's wrists to the same paragraph with his dialogue. It would go like this:

Thurlow's response confirmed Peterman's unspoken warning. "I don't find it amusing that you know so much about the Roosevelt assassination, especially with all the trouble we're having from the FDR Brigade. If you want to cooperate, this is your chance." Thurlow's hands clenched and unclenched into tight fists on the table.

Tom saw dark scars on Thurlow's wrists, then his eyes moved up to Thurlow's. "Roosevelt has nothing to do with the FDR Brigade. The initials are just a coincidence, short for the Brigade for Freedom, Democracy and Rebellion."
Because Thurlow speaks in the first paragraph, the reader will expect Tom to speak in the next one, creating a rhythm of going back and forth. By throwing an extra paragraph in between, there may be some confusion about who is speaking unless the speaker is clearly identified. Most of the time this is done naturally, but I thought I would point out this example so you can watch for it.

On page 19, Thurlow speaks in the second paragraph and continues his private thoughts in the third paragraph. This is another place where there is alternating dialogue going on, so you might combine paragraphs 2 and 3 to show the interchange in a visual way by alternating characters and dialogue in every other paragraph. The same goes for combining paragraphs 9, 10, and 11 on this page, which all belong to Thurlow. The first sentence in paragraph 12 belongs to Peterman, so this can be separated into its own paragraph while the explosion in Max's ear will begin a new paragraph to include Max's angry dialogue.

4. Are chapters and scenes properly separated?
You use asterisks as scene dividers to consistently separate your viewpoint scenes. This gives the reader a visual cue that something is changing from one scene to another. You can also use scene dividers to show a break in time or location. For instance, in the first chapter, Tom has been arrested in his home and thrown in a detention room. At the bottom of page 10, a half hour passes and he is taken into an office where a new set of characters are introduced. This scene is particularly important because both Peterman and Thurlow, two important players in the story, are introduced. You can set this scene apart by using a scene divider.

Also, you might consider using scene dividers in some of the early chapters when a character goes into a long flashback about the past. This occurs when Zangara is thinking about his first meeting with Stefano and receives his assignment to kill the king. Thurlow's memory on Okinawa might be separated from the present experiences, too.

5. Is the manuscript formatted properly?
Yes. By the way, I like how you cleverly weave in Roosevelt's quotes at the opening of each chapter. Great job in getting this all to work out so well!

DETAILED ANALYSIS
From this point on, I'll give you some specific thoughts about individual scenes and passages. The numbers printed to the left of each entry below refer to the numbers I've inserted in the left margin of the manuscript.

1. (Pg. 3) This is a tense opening scene as Zangara nervously makes his way through the crowd with a gun in his pocket. I really like how you have him touch the cold steel of his gun. This gives him a sense of calmness and fortification. Also, using the gun as a reminder of Andrea's skin brings the task at hand and Zangara's lust for Andrea together in a common goal. Great images and characterization of Zangara all through this scene.

2. (Pg. 5) The story is off to a roaring start with this strong Prologue. The reader will be wondering how this could happen, and what it will mean for the future events.

3. (Pg. 12) This is a solid description of Thurlow from Tom's viewpoint. Thurlow's weaknesses (small size, limp, childlike voice, too-sweet aftershave), as well as his strengths (reputation as a son of a bitch, strut, clenched jaw) create an image of a contradictory and interesting character. Good job on the visual images that help to bring out the subtleties in his nature. If you add to this Tom's impressions of Thurlow as being unbalanced or showing signs of insanity, you will enhance the reader's recognition of Thurlow as a dangerous man.

4. (Pg. 13) This is a great reaction to the mention of the Roosevelt assassination. The timeliness of presenting the issue early in the first chapter, as well as the mystery surrounding the episode, brings the opening back into the reader's mind to show that there is going to be a strong relationship between Tom's current affairs and the assassination in the past.

5. (Pg. 14) To help the reader see more clearly what Tom sees, you might give a little more detail about the dark scars on Thurlow's wrists. Are they thin, like razor blade cuts? Are they jagged and short? A brief description will give the reader more mysterious clues about Thurlow, which will be tied later to Max's memories on Okinawa.

6. (Pg. 20) This would be a good place for a scene divider because Max is heading to a new location and he is alone.

7. (Pg. 21) If you start a new scene here, you will end the previous scene on an important note with Lacroix counting on Max to complete the assignment. The next scene starts with Max finishing up at Peterman's office.

8. (Pg. 22) Shooting Peterman's fish is a powerful and shocking moment. Great job on setting this up earlier by letting the reader know how important and valuable the fish are to Peterman. Max's impulsive and destructive act gives the reader some strong clues about the psychology of this strange FBI agent.

9. (Pg. 28) Here's a chance to give the reader a very brief description of Chapman to make the man come more to life on the page. Just a few words would bring out a clearer image. Is he young? Old? Large? Small? 
For instance, it might go something like this: . . . . The senator's dark, thick hair shone in the room's bright light and accented the deep creases in his frown. . . . Before he could tell Chapman about his arrest, the young senator grabbed the speech, adjusted his thick glasses, and began reading, nodding as he went. . . . (Later, when Chapman gives his speech at the Pact of Peace Monument, the reader gets a clear picture of him as a young man. This is where the first seeds should be laid about his youth and vitality so there is something solid to grasp from the moment he makes his appearance on the page.)

10. (Pg. 35) This is a slight viewpoint switch. Zangara would probably not think of himself as a swarthy little man with black, curly hair. You might have him brush back his black, curly hair in the heat before he puts his hands in his pockets to get across the hair description. As far as swarthy goes, this would be someone else's impression of him in another scene from another viewpoint, such as Andrea's.

11. (Pg. 36) Zangara's stomach pain attacks him and he falls against the front of a building. I think this stomach issue should be integrated and resolved a little more before Zangara sees the gun and jumps into the past. Is he holding his stomach at this point? Is the pain easing up as he notices the gun? Does the memory of the gun help to make him forget about the pain momentarily? 

12. (Pg. 36) You might make the entire scene with Zangara's flashback a separate scene by placing a scene divider here. I would keep the first sentence in this paragraph as part of the previous scene because it is a nice lead-in into the story of the past.

13. (Pg. 37) Here, Zangara tells of the hatred for his home in Calabria because of the drudgery, poverty, and his father's beatings. The reader might be a little confused because, on page 35, last paragraph, the Miami sun reminds Zangara of Calabria and makes his stomach feel better. It seems that any reminder of Calabria would make his pains worse. You might want to clarify this a little better.

14. (Pg. 39) This is great! And shocking! Zangara has been selected to kill the king. What a dilemma. Great suspense is set up through this seemingly innocent meeting.

15. (Pg. 43) This is a dynamic scene with great dialogue, great characterization, and lots of surprises. You really bring together Zangara's little quirks, like showing his anxiety by having him put his hand to his face as though he had been slapped by his father, and giving him stomach pains because of his past resentment and starvation. Now he is involved with a couple of strange people who are "testing his resolve" to assassinate an important public figure. You've done a great job with all this.

16. (Pg. 44) On this line, has been assembled should be had been assembled to keep the paragraph in past tense.

17. (Pg. 49) Wow, this is a powerful event with the explosion of the Pact for Peace Monument, and this paragraph shows what each man is made of. Great portrayal of Chapman's heroism and Lacroix's cowardice. This whole destruction of the monument is written in traumatic and dramatic terms. It will come back to haunt the FDR Brigade and Tom later.

18. (Pg. 51) Once Tom has mourned for Veronica, and knows that she is dead, it seems to me that the next thought he would have is whether or not Chapman and President Nixon are okay. I would have him glance over at these men and notice they are rising to their feet before pressing on with the banners unfurling from the statues. Just a glance and brief mention is all that is necessary to show Tom's automatic concern. On the next page, the reader will see that these important men are being whisked away in helicopters, so Tom can rest at ease about their safety more fully then.

19. (Pg. 53) To make this picture a little clearer, you might mention who is surrounding and overpowering Max. Japanese soldiers? Chinese rebels? Hawaiian authorities? German soldiers? The Morality Police?

20. (Pg. 56) Up to this point, this scene is a flashback to Max's experience on Okinawa. The mention of the priceless picture of the Pact for Peace shifts the time to the present. I would leave this connection until the very end of the flashback when Max comes back to the present moment and realizes that the pictures in the pit are as priceless as the Pact for Peace picture. Otherwise, it almost seems like, back on Okinawa, he's having a vision of the Pact for Peace Monument picture in the future.

Also, despite the fact that fear is always more effective than pain in the present tense, all comments coming through the heads of the viewpoint characters should be written in past tense in the novel unless it is a direct thought or dialogue.
21. (Pg. 61) This is another flashback to an event in the past. You might break it apart from the present situation so that the reader has a clear indication that Zangara is going back to the past through this memory. I would break the scene with the second sentence in this paragraph. The first sentence leads nicely into the memory.

22. (Pg. 62) Although you may not want to mention Churchill's name here, you might describe him briefly through Zangara's eyes so the reader can picture whom Zangara is trailing. A description will give more of a sense of reality and solidity to the unknown man.

23. (Pg. 63) This is a dynamic place to end this short memory, break the scene, and go back into Zangara's present mode.

24. (Pg. 65) This is a great laugh!

25. (Pg. 69) Here is an interesting turn of events with the old man guiding Tom into an underground tunnel.

26. (Pg. 83) It seems to me that if the Pact of Peace was utterly destroyed the night before, there would be tighter security measures taken around the world leaders. Another public appearance the next day at a cathedral dedication seems dangerous, and how can it be important enough to risk the lives of these leaders? The reader will need to be convinced that the dedication is something vitally important to Nixon and/or Goebbels to move forth with the public display. And, of course, the security is going to have to really be beefed up around the leaders.

27. (Pg. 90) I like Tom's state of confusion as he wonders if he should have made a different choice about running away. It brings the earlier events together with the present moment. Tom is going to have to be convinced to change his mind about what he has always believed in the past. Good job on bringing out this struggle.

28. (Pg. 109) The truth about the Pact for Peace Monument explosion is revealed here. Thurlow has a strong motivation to succeed in capturing Tom.

29. (Pg. 114) This is a tense escape scene. The reader will silently cheer for Peterman when he blatantly lets Tom and Charlie escape.

30. (Pg. 136) There's lots of great intrigue in the development of this political scheme.

31. (Pg. 137) The last part of this paragraph is written in present tense. It should all be defined in past tense. I won't continue pointing out the use of present tense through the story. I think you get the point.

32. (Pg. 163) The use of "shemales" will seem pretty shocking to the reader, but Max just takes it all in stride, making it amusing.

33. (Pg. 175) I like the way you use this brief lucid dream to bring together Tom's memories from the past and play up the use of his photographic mind.

34. (Pg. 186) You keep the suspense tight here by putting a time limit on the events, and also by keeping the reader aware that Max is closing in on Tom and is just a few steps behind, while Tom is unaware that Max has tabs on him through the transmitter in his watch.

35. (Pg. 201) You smoothly weave potential changes for Tom's concepts of reality through the unfolding events. He doesn't have a lot of time to gather up all the changes before he is thrown into new worlds of drama.

36. (Pg. 204) This is an exciting concept. Tom can't come back to the future because everything will change. This is great intrigue and suspense.

37. (Pg. 218) While Max pauses here to think about what will happen if Tom changes the future, you should remind the reader that Max is on the verge of becoming director of the FBI under Lacroix. This is an important dream of power and control that Max has been working toward, so by putting more emphasis on the specific title of director, and what the position represents to Max, you lay out for the reader his strongest motivation for stopping Tom. This will also bring back the brief discussion Max had with Lacroix on page 109 when Lacroix offered the position to Max. This will tie these two events together more tightly and lead into the next major facet of the story when Max follows Tom into the past.

38. (Pg. 220) The story continues at an exciting pace as Max opens the pantry door and finds that Tom is gone. Great job on your chapter endings. They leave the reader wondering what is going to happen next.

39. (Pg. 237) It is becoming more and more obvious why Tom is the perfect candidate for going back to the past. His photographic memory of trivia and details of the historical times gives him an advantage in faking his way through the crowds.

40. (Pg. 245) This is great—amusing! Max is caught in his own trap with his 2003 ID badge, short stature, and strange gun.

41. (Pg. 250) Tom is really messing up history here by talking with Babe Ruth about Nazis, Kennedy, and Hitler. Tom is letting the cat out of the bag. This is just great. You have really captured the intrigue in the days just before America's history made a serious wrong turn.

42. (Pg. 268) I love the way you weave the song Don't Fence Me In into the story. It is not only significant because of the words of the song, but it is a key element that ties the earlier scenes of the freedom-loving rebels to Cole Porter and Tom's mission for freedom in 1933. In this chapter, you also strongly show the feelings and tone of the Depression and early 30's through the observations of Tom in Grand Central Station and on the streets of a different New York.

43. (Pg. 277) The carved airplane from Juliet's future and her current airplane make a strong connection between Tom and Juliet, and certainly capture Juliet's attention. Great job on this little detail that is so vital to Tom's efforts. This parallels well with Max's use of his laser gun to prove to Hoover that he is from the future.

44. (Pg. 279) This is a strong ending for this chapter with Tom looking straight at Max Thurlow. The suspense keeps the characters hopping and the reader intensely involved in the unfolding plot.

45. (Pg. 299) There's some humor here with the high-tech equipment being the only personal connection between two enemies from the future.

46. (Pg. 306) Destruction of the cell phone is a good ruse to make Tom think Thurlow has no way to trace him. The reader will like how the radio protects Tom during its hours of airing since it covers the transmissions from Tom's watch.

47. (Pg. 315) The suspense never lets up with Max just behind, and sometimes just ahead of Tom. But somehow Max seems to miss or mess up by only moments. Good play on time through the whole story.

48. (Pg. 350) Here, again, Max keeps up with Tom. Even though Tom thinks he's disconnected from Max, he just can't seem to break away. You might have Tom wonder a little more often how Max is always right behind him. The reader will expect him to be wondering.

49. (Pg. 356) This is a tense moment, yet humorous, too, when Tom unwittingly saves Max's life.

50. (Pg. 363) Great job on setting up Juliet as a stunt flier to prepare for all these acrobatic maneuvers that save their lives and help them escape their enemies.

51. (Pg. 386) Things are kept stirred up. Just when Juliet and Tom think they have outwitted Max, an enemy plane descends on them and the path to Miami continues to be fraught with obstacles.

52. (Pg. 404) Here's an interesting scenario. If all else fails, Max is going to have to kill Roosevelt so that history will unfold as God had ordained it. Great job on the twisted perceptions here.

53. (Pg. 409) This is Woody's first viewpoint scene. You can drop this scene, and all of Woody's viewpoint scenes, without hurting the plot. You might let the reader know a little more about Woody's references to Goofus early in the story when elderly Woody is communicating with Tom, or when Tom reminisces about his grandfather.

54. (Pg. 411) Since this is Sir Malcolm's only viewpoint scene, I would drop it and just let the reader find out later from the conversation between Max and Hoover that Sir Malcolm had been interrogated.

55. (Pg. 418) This is a good place to have Tom think about democracy and how his coming actions to prevent Roosevelt's assassination will affect his own life and history in general. It helps tie together the beginning of the story with the FDR Brigade.

56. (Pg. 428) It's really getting tense here! Tom is so close, yet so far, as FDR's speech is ending.

57. (Pg. 430) The reader will rejoice that Tom's first and biggest problem seems to be overcome at this point. In order to keep the reader from relaxing too much, it is important for the next scene to set up the potential for more adventure with the goal being taking care of Thurlow so that FDR remains safe and the Fascists don't take over America.

58. (Pg. 431) The reader should know what Max is doing at this point. What is he thinking? How dangerous is he going to be? Let Max notice Stefano limping away, Andrea pulling her gun, and Juliet attacking Andrea. This is sufficient to let the reader know what is going on behind the scenes while Max makes his move forward.

59. (Pg. 441) Dropping these scenes with Woody won't hurt the plot. The reader will be concentrating on FDR, Max, and Tom, where the real confrontation is taking place. Woody's entry into the picture somewhat diminishes the intensity of the drama that should be building to a peak and coming quickly to an end.

60. (Pg. 453) This is an important moment when Tom holds up the mirror and Thurlow blasts his gun. The reader will have a good idea of what happens even though you stick with Tom's viewpoint and he loses consciousness.

61. (Pg. 458) When Jacqueline is first introduced, you might give an idea of her age and relationship to Tom. I realize that these are brought out later in the chapter, but if the reader knows right away that Tom is talking to his great-granddaughter, a sense of movement in time will be added to the other elements and give more of an impression that many things have occurred in the course of Tom's new history. Also, I was thinking that Jacqueline might be six or seven, maybe eight or nine. By describing her as a teenager, the reader will better be able to put her in context of her age.

62. (Pg. 463) It seems that Tom isn't necessarily happy with all the events that came out of the new alternate history, but he is pleased to have his freedom of voice and lifestyle. Good job in bringing out some of the flaws in FDR's administration and the government's development. No history would be perfect in an imperfect world.

63. (Pg. 471) This is a great Afterword. I was thoroughly mesmerized by how you take all the details of history around 1933 and tie them together to create this exciting story with strong connections to 2003. The reader will find this captivating. Knowing what is real and what is not real in the story makes it all the more dynamic and shows your great creative ability to bring it together in a wonderful tale.

SUMMARY
Overall, these are the main points to keep in mind as you rework the novel:

· 
Give the reader a stronger image of the looks and attitudes of the characters when they are first introduced.

· 
Bring out the potential for Max's emotional instability through Tom's early impressions of Max.

· 
In Max's Okinawa scene, give him an aura of madness during the torture scene.

· 
Identify the major viewpoint characters and eliminate minor viewpoint roles where possible.
· 
Consider reworking the scenes with Joe Kennedy as coming from Tom's omniscient viewpoint.

· 
Structure the scenes so that the main conflict (Tom vs. Max) is the last to be resolved. Build this to a climax through the other events, but move the other events out of the way for the final confrontation.

· 
In developing the climax and ending, keep new characters, new viewpoints, and new events out of the way. 

· 
Once the climax is reached and the solution is found, bring the story quickly to an end.
· Proofread the final draft and get the manuscript into the best shape possible before sending it to a publisher.
~~~ END ~~~

