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  Introduction


  Who are the characters whose names you remember long after you’ve finished reading a book or watching a movie, play or TV series? Story people like Falstaff, The Joker, Blackadder, Sherlock Holmes, Hannibal Lecter, Heathcliff, Willy Loman, Long John Silver, Frasier Crane or Scarlett O’Hara. Why do we remember these characters – and others like them – and not others? What is the difference between a vibrant, fully-rounded character – the kind that gets Meryl Streep, Jack Nicholson or Dustin Hoffman an Academy Award – and a dull, flat one? If you want people to remember your story or your performance, you have got to deliver a colourful larger-than-life character. How do you do that? That’s the question I am going to answer in Character Creation.



  What is a Character?


  How do we define what a character actually is? What makes each of us a unique person? It has been said, by Aristotle among others, that we are what we do. We are defined by the decisions we make and the actions we take based on those decisions. Our behaviour – planned actions and unplanned responses – reveal who we are. And those behaviours are – at least in part – determined by our personalities. This is true for real people and for story people.


  Personality, according to the Oxford English Dictionary, is the “quality or collection of qualities which makes a person a distinctive individual.” The American Psychological Association says that personality “refers to individual differences in characteristic patterns of thinking, feeling and behaving.” There are a number of theories about personality and different ways of classifying and describing various ‘personality types’ and I will be drawing on some of these in later chapters to create a simple model for creating different types of fictional character personality. I will also borrow from psychological theories and classifications regarding personality disorders to explore what is often referred to as a character flaw.


  Some of the most memorable characters are villains (Hannibal Lecter, Richard III), rogues (Long John Silver, Robin Hood), or flawed heroes (Scarlett O’Hara, Sherlock Holmes). They probably appeal to us because we know that we ourselves are flawed. Pure, innocent hero types are difficult to portray as interesting characters – give me a Han Solo over a Luke Skywalker any day. Each of the character archetypes that we’ll use later has room for character growth, from a negative or flawed version of the character towards a more positive or more integrated version. Character growth involves a change from ‘immoral’ to more ‘moral’ (or socially acceptable) behaviour and so is directly related to the theme of a story.


  The growth of a hero from a flawed to a more positive state is typically referred to as their transformational journey, throughline, or character development arc and is a gradual change that takes place during the course of the story as a result of their experiences. Not all characters develop – some are ‘steadfast’ or like Shane are a ‘travelling angel’ who are unchanged by the story – but many do. Often characters undergo a sort of redemption, overcoming their flaws and becoming a better or more ‘whole’ person as a result. Humphrey Bogart’s character Rick Blaine in Casablanca is a classic example. In Character Creation, we will explore how to create a flawed hero and their character development arc.


  About This Book


  Who is This Book For?


  As the title suggests, this book is for anyone who creates characters. The techniques and tools it provides can also be used to explore and interpret existing characters – by writers who are adapting a character from history, real-life, or another source, or by actors portraying a character in a script. In either case, you can use the framework provided to determine what you have and then use the guidelines to help you fill in any blanks. And if you are really beginning with nothing, there are a few ideas for improvising a new character.


  Character Creation is not about ‘how to write’ or ‘how to act’ – it focuses on the background work necessary to create and/or portray a fully-rounded character. Much of what has been written about character before concentrates on character as a function of plot – on the archetypal roles of hero, mentor, confidante, and ‘romantic interest’ – but that is not my subject here, I’ve already written about that in Plot Basics. Here I want to examine what makes a character tick – what makes a character seem like a real person rather than a chess piece that is being moved around by an author.


  There are several great books on character – I reference some of them in the text and in the bibliography – but as far as I am aware, no book brings together ideas on the psychology of personality, emotion, and motivation with theories of plot structure, theme, and acting in the way that I do here. Because it draws together theories from several disciplines and explores the links between them, this is not a ‘character basics’ book. It is aimed at those who already have some understanding of character and want to deepen their knowledge. It is a long book because I lacked the ability to write a short one.


  What are the ‘Tools & Techniques’ Offered Here?


  Character Creation provides four tools for anyone involved in the creation of fictional characters.


  
    	Six archetypes of character personality – the character palette – that can be used to define and understand any character. These include the heroic and the darker or villainous sides of each archetype.


    	Twelve key elements that make up a fully-rounded story person, including who they are, how they behave, the flaw that causes them to behave that way, and what they need to do to overcome this flaw in order to achieve happiness and success.


    	A model character development arc – or character spine or ‘throughline’ – which shows the stages a character goes through in their journey to overcome their flaw and become a ‘whole’ and authentic version of themselves.


    	A method for seamlessly weaving together character and plot to create the theme of a story, so that the story is really about something – about some important and universal human value – a battle between virtue and vice.

  


  In addition, there is practical advice on:


  Emotion – covering the ten most dramatic human emotions and the situations which cause specific emotional responses, including how to find or create these situations in a plot and compare them to similar situations in your own life. Taking Stanislavski’s advice, I focus on how and why an emotion is experienced rather than trying to fake what it looks like.


  Motivation – dealing with basic or primal human needs and the specific psychological needs and wants of the individual personality types.


  Relationships between characters in a story. Do opposites attract or do they fight like cat and dog? If you want two characters to fall in love, which two personality types should you bring together? If you want conflict in your story, who should oppose your hero for maximum dramatic effect? There is also advice on putting together your ‘dream cast’ – including who you should cast as your hero, mentor, confidante, villain or romantic interest. And the difference between ‘need-girl’ and ‘want-girl’ and which one your hero should really be with – and why.


  What Benefits Do These Tools & Techniques Provide?


  Like three-act structure and eight-sequence plot model, the tools and techniques in Character Creation provide a step-by-step left-brain framework to inspire right-brain creativity. Every artist is a combination of creator and critic, and the methods outlined here should help you silence – or at least answer – the criticisms. They allow you to take a step back and take an objective view of your character, providing guidance on what qualities to look for, before moving in again for more subjective creation.


  Do These Tools & Techniques Work in Practice?


  I have used the six archetypes in the character palette for seven novels in three or four different genres. I’ve used them to create new stories and I’ve used them to fix first drafts that either I couldn’t finish or that I wasn’t happy with. I have also used this framework as the basis for developmental editing advice for other authors. And I am using it for the discussions about character in the Genre Writer series.


  I think every writer and actor comes to an understanding of character in their own way. Some of it comes from deliberate attempts to learn new things – and some from random encounters with unconnected ideas. This book is a detailed account of my understanding of how character works – and of how I put it all together. It is not the way to create a character, but it is a way. You could follow the advice here step-by-step and create a character in the same way that I could follow a recipe and bake a cake. The cake would probably be edible, but it would be a generic cake and not my ‘signature dish.’ Instead, view this book as a set of tools and techniques that you can adapt for your own use, combining them with things you’ve discovered elsewhere – that way you can create your unique ‘signature character.’


  Caveat Emptor


  I am not a psychologist or a psychiatrist and this is not a medical textbook. It is also not, as I will explain below, about real human beings. My subject here is fictional characters. In putting together a framework for creating story people, I have borrowed a lot of ideas from psychological theories – but I have only taken the bits that suit my purpose and I’ve mixed and matched ideas from different places. I have also twisted some of them to make them fit with my own ideas so I can present a simplified and coherent framework. I have credited everyone whose ideas I have borrowed so that you can read further in a particular area if you want to. I am also not an award-winning actor or a bestselling novelist. I’m a magpie who is attracted to shiny ideas and who tries to put them together to create something beautiful – or at least functional. Character Creation is a bit of a Frankenstein-monster – and I just hope the stitching holds together.


  The material here is designed primarily for full-length films, novels and plays, where there is scope for a protagonist to demonstrate the full extent of their development arc. The ideas can also be applied to characters for short stories, one-act plays, and even thirty-second commercials, but the reader will need to adapt the theory to fit their own plot framework for such shorter works. The model of character and the development arc may also be useful for those creating characters in other media, including developers of computer games, and actors and directors working in film, television, or theatre.


  Basic Concepts


  Before we get into the nitty-gritty of creating archetypal character personalities, there are some basic concepts that I want to introduce – these are the building blocks I have used to develop a structure for our characters. I will cover each of these in more depth in later chapters, but I’ll give an overview of them below.


  Inner Conflict – True Self versus False Self. The protagonist’s inner conflict is a battle between his true self, who he has the potential to be, and his false self, who he thinks he should be. It is often a conflict between what the protagonist believes he wants and what he really needs.


  



  Wounding. The protagonist suffered a ‘wounding’ experience at some point in his past, and has a fear of suffering a similar experience in his present life: this is his greatest fear. This fear causes him to adopt defensive behaviours which are both ‘immoral’ and self-defeating – that is, they harm other people and the protagonist himself. The protagonist must overcome this immoral behaviour – his sin or ‘vice,’ which is related to his shadow self; and develop another behaviour, his ‘virtue,’ which is related to his denied self. Each of the six archetypes has a different vice to overcome and virtue to develop.


  



  Relationships. The protagonist’s character development arc is driven by two main relationships: (a) with the antagonist, the villain or rival, who symbolises the darker side of the protagonist’s nature, his shadow; and (b) with the co-protagonist, an ally, buddy or lover, who symbolises the positive aspects of his nature which the protagonist his afraid of or ashamed of, his denied self. Resolving these two relationships allows the protagonist to integrate both shadow and denied self and become his whole, true self.


  



  Theme and Story Value. It isn’t enough for a story to have an interesting plot and characters whose actions provide the reader with an emotional experience. There’s still something missing. If you’ve ever watched an exciting action-adventure movie and reached the end and felt that the story was hollow – that it wasn’t really about anything, then you’ll know what I’m talking about. A story has to have something to say: not a moral or a message that tells us how we should act, but rather an observation on some aspect of human existence. There needs to be something which shows us why the actions we have witnessed are significant, not just for the characters involved, but for us as an audience too. This significance is provided by a story’s theme and is demonstrated by a ‘thematic argument’ that runs through the story. The external conflict (plot) and internal conflict (character) in a story involve the same virtue versus vice. At stake is a universal human value, e.g. justice or freedom or courage, and the outcome of the conflict proves the author’s thematic argument. Theme is what weaves plot and character together.


  



  Subconscious. I use the term subconscious to mean that part of the mind that influences our behaviour without us being aware of it – that is, mental activity that occurs below I level of consciousness. In psychology the term ‘unconscious mind’ is also used, but ‘unconsciousness’ makes me think that someone has been knocked out cold. Although I refer to Jungian archetypes in this book, I don’t necessarily believe in the concept of a ‘collective unconscious’ that lies beneath our personal unconscious and holds various archetypal images. My own feeling is that our brains are wired to respond to story and archetypes – they’re like a sort of machine code for people that sits beneath our conscious operating system. Maybe that’s what Jung meant.


  The first author friend I showed an early draft of this book to told me that it was no good to him because he didn’t believe in the concept of a subconscious at all. I’d never heard anyone say that before – but if you feel the same way, then this book is not for you.


  Characters are Not Human Beings


  Writers and actors are often told that they need to develop an understanding of human psychology. This is fine advice on the face of it. But when you begin to read about human psychology, you soon realise how complicated people really are. And you start to think that it would be impossible to ever have a system for understanding and creating story people. But here’s the thing – there aren’t any real people in fiction. No matter how ‘mainstream,’ ‘literary’ or ‘character-based’ a story is, the characters in it are nowhere near as complicated as real people. And there’s a good reason for that.


  One of the reasons that stories appeal to us is because they reassure us. Real life is confusing and unpredictable: we’re never certain what is going to happen next and when things do happen, we’re never quite sure why. Why did he do that? Why did she say that? Why did I respond in that way? We don’t always understand our own thoughts and feelings, so what chance have we got of figuring out anyone else’s? And real life is complicated. Every day we’re faced with dozens of situations – relationships with family, friends, and colleagues; issues at work; financial issues; health issues... We never really get time to focus on just one thing and sort it out properly because we’re always performing a kind of juggling act, trying to keep these overlapping problems from overwhelming us completely. And for many of the issues in life, there is no straightforward answer.


  We enjoy stories, at least in part, because of their relative simplicity. They concentrate on only one or two problems in a character’s life. They let us see the character concentrate their efforts on fixing one problem at a time. And they reassure us by showing that problems do have solutions.


  In real life, things just happen and we have to try and make whatever sense of them we can. But in a story, everything happens for a reason. The actions of a character have a recognisable motivation. And where life just goes on, a story has a definite structure: beginning, middle, and end. Stories, no matter how ‘realistic’ they appear, offer a simpler, more structured – and therefore reassuring – view of life. Stories present life in bite-sized pieces, taking some recognisable part of the human experience, and making it understandable. Through stories we gain insight into our own lives – it is that moment when you read something and say, Yes, I’ve felt that way!


  Stories are, to misquote Hitchcock, life with the complicated bits taken out. And story people are much easier to understand than real people. There are no real people in stories – not in the most literary of Pulitzer Prize-winning novels or even in stories based on actual events and actual people. A fictional character represents aspects of human nature but not all of it. Generally speaking, each character represents a single facet of our own complex personality. We recognise them because they are like parts of us, but they are really much simpler than we are. Stories tease out one strand of human personality and allow us to see it more clearly – and as a result, we gain a better understanding of some part of ourselves.


  Characters are designed to be understood, whereas real people are enigmatic. We can understand why a fictional character behaves as he does much better than we can understand the motives behind the actions of our closest friends because story people have straightforward, definable motives. Simple ‘comic book’ characters of the kind found in action-adventure movies and melodramas usually have only one or two desires and the motivations behind their actions are obvious. ‘Realistic’ characters in more mainstream fiction seem more real because the writer has given them several desires, some of which conflict, and therefore the reasoning behind their choice of actions is not so easy to determine. But even the most complex fictional character is far easier to understand than a real person.


  Understanding this gives us a clue to how we can use ‘an understanding of human psychology’ to help us create larger-than-life characters. We do not need to understand the whole of the psychology of a human being, instead we need to develop an understanding of the main aspects that make up the personality of a real person, and then use these to create easier-to-understand story people. That is what we are going to do in Character Creation.


  Different Levels of Appeal


  Stories can appeal to readers and audiences on several different levels. These tie into what we’re going to explore later in terms of different types of character, so it’s worth covering them here. There are three main levels of appeal plus one that applies across these three levels.


  



  Intellectual. In a murder mystery story, the reader’s conscious mind becomes involved in trying to figure out the puzzle of whodunit. How did the body in the locked room come to die and who killed them? As they read, they collect and evaluate clues, trying to figure out the answer before the detective reveals it at the end. Many stories unrelated to the mystery genre have a mystery element. As we will see later, every major character is a mystery and they are gradually revealed as the story goes on.


  Stories can also appeal to our brains by teaching us something about the world in which the story takes place. In an Arthur Hailey novel, for example, we might learn how a great hotel operates or gain insight into how the car industry works. From Tom Clancy we might gain an understanding of the workings of a nuclear submarine. Or from Dan Brown we may learn about an ancient religious conspiracy.


  



  Emotional. It is often said that readers or audiences identify with the hero of a story and experience the emotions of that character vicariously. This is an example of human empathy at work – we are able to imagine ourselves in another person’s place and feel what they may be feeling. We feel along with them. We can have empathy with story people just as easily as we can with real people. And the more like us that person appears to be, the greater our empathy is likely to be. But this isn’t the only emotional experience we gain from a story – as well as the vicarious experience we have our own emotional experience at the same time.


  As well as ‘putting ourselves in the hero’s shoes’ to feel what he feels, we also see what is happening to him from a more objective viewpoint. We are standing at his shoulder and seeing what is happening to him. At this second level, rather than having empathy with the character we have sympathy for the character. This is a subtle but important difference. In this case we do not necessarily have the same emotions as the character, instead we’re experiencing our own emotions as a witness of what is happening to the hero. We may, for example, see a character being treated badly or suffering an injustice and we will feel angry on their behalf, but the hero himself may not experience anger and may instead stoically endure his suffering in silence. There is an old rule of thumb that says if you can make the audience cry then the character doesn’t need to.


  People enjoy reading sad stories or seeing a movie that makes them feel afraid or that makes them laugh out loud – they want to have an emotional experience, not just see emotions performed by actors.


  



  Physical (or Visceral). Reading a story or watching a movie can cause us to have a physical response. There is some overlap here with emotional response – both are forms of ‘feeling’ – but if you have ever felt a chill, or disgust, or jumped when the psycho suddenly appears behind the hero, you’ll have some idea of what this kind of response involves. Suspense can have us sitting on the edge of our seats. Action may send adrenalin coursing through our bodies. An erotic love scene can cause... well, you get the idea.


  



  Intellectual, emotional and physical responses are the three main levels at which a story can appeal to readers and audiences. We each probably favour stories that appeal on one of these levels more than the others. As mentioned above, mystery stories, some techno-thrillers – and also some science fiction – appeal more on an intellectual level. Romance appeals on an emotional level. Action-adventure, some horror, and erotica appeal on a more physical level. But a single story can appeal, to a greater or lesser extent, on all of these levels. Novels become bestsellers and movies become blockbusters because they either appeal on one level extremely well or because they offer ‘something for everyone’ by appealing on all three levels. Dan Brown’s The Da Vinci Code, for example, included elements of mystery, suspense, action, and romance. Many action movies will have a romantic subplot – or a subplot involving a ‘buddy’ with friendship rather than love providing the appeal on an emotional/relationship level.


  The intellectual, emotional, and physical levels of response are a key part of the different character personality types and we will explore each of them in much more detail later. There is one more level at which stories can appeal to readers and viewers which is linked to the three main ones: the symbolic.


  



  Symbolic. This is perhaps the most difficult one to describe. What we’re talking about here is how a story can communicate directly with a reader or viewer’s subconscious. The images on a screen, or the images evoked in the mind’s eye by prose, communicate with a deeper part of the brain if those images are associated with certain beliefs or emotions or physical feelings. Some images can be used to represent life and happiness, others death or fear. Symbolism is how our dreams – generated by our subconscious mind as we sleep – communicate with our conscious mind. If we can create stories that communicate on that same level, we give our readers and viewers a much deeper and richer experience.


  



  Of these four levels, the emotional is the most important for our purposes here. Characters and their emotions are central to the story. Reading is a kind of voyeurism: the reader eavesdrops on a character’s private conversations; spies on them during their most private moments, and listens to juicy gossip about them from other characters. People enjoy getting to know fictional characters, learning why they behave as they do because it provides a way for them to try and make sense of their own decisions and emotions. Fiction is about trying to understand some aspect of human experience, and because story people are a simplified version of real people, the understanding is easier to come by.


  Purpose – Motivation & Goals


  Another reason why stories appeal to us is that the protagonist has a purpose. He or she wants to achieve something specific by the end of the story. To know that you have a purpose, that your life has some kind of meaning, is a very powerful thing. We who feel our lives lack direction and purpose, are attracted by – and a little jealous of – those who have discovered their purpose. We feel this even for a fictional character who has only a short-term story purpose.


  At the beginning of a story – virtually every story – the main character is faced with a problem. As the story unfolds we see how he tries to solve the problem; we see him make mistakes and learn from them; we see him gain skills and knowledge, and at the end of the story we see him use what he has gained to successfully overcome the problem introduced at the beginning. Or if the story is a tragedy, we see him not apply what he has learned, and therefore fail to solve his problem.


  In some ways, stories offer problem-solving templates; telling readers that whatever life throws at them can be understood and overcome. They allow us to witness how another person struggles to solve their problem, and during the story, we put ourselves in the protagonist’s place and wonder what we would do under similar circumstances. I’m using the word problem because it’s a useful shorthand for whatever upsets the equilibrium of the character’s world at the beginning of a story, and more often than not it is a problem that is introduced. But it doesn’t have to be. The occurrence which sets of the sequence of action and reaction doesn’t have to be a ‘bad’ thing, it could equally well be a good thing, a happy event. An opportunity. The only requirement is that it has consequences, that it sets things in motion. It can be positive or negative, but it brings about change. A story is a template for dealing with change in life.


  ‘Plot-based’ stories, such as action-adventure movies, usually have an external problem and external opposition in the form of a villain. ‘Character-based’ stories often concentrate on an inner or psychological problem, where the main character must do battle with an aspect of himself. But some of the most popular and most effective stories – think Best Picture award winners – will usually have a combination of both the internal and the external, with deeply rooted connections between the two.


  On the face of it, characters appear to be motivated to do something – but as we’ll see later, a major source of motivation is to try and avoid doing something. Almost all great characters are motivated, in part, by a desire to avoid facing their greatest fear. And this desire gets in the way of achieving their external story goal and it prevents them finding genuine happiness in life. The nature of this ‘greatest fear’ is part of what defines each of the character archetypes. We’ll cover this and the conflict between internal and external motivations in later chapters.


  The Collaborative Nature of Story


  I want to make one final observation about the appeal of stories, which is this: Storytelling is a collaborative art – something in which the storyteller (or performer) and the audience engage. The audience contributes something to the story by drawing on their own experiences and by exercising their own emotions. We must also leave room for the reader or viewer’s participation.


  A story allows us to get inside someone else’s head and see how they think and feel, so that we can compare their experiences with our own, and so, perhaps, learn something about ourselves. Fiction is the closest we can come to experiencing the world from someone else’s subjective viewpoint. If that viewpoint is close to our own, we might find the story affirming and be comforted by it. If the viewpoint is profoundly different, we may find the story deeply disturbing.


  How It All Fits Together


  A story consists of a combination of three vital elements: plot, character and theme. Plot is what happens, a sequence of events – a chain-reaction – leading to a climax. Character is why these events happen, the motivation behind them. Theme demonstrates why these things are important, what is at stake and how this is relevant to our own lives.


  While this is primarily a book about character, it is impossible to talk about the development arc of a protagonist without mentioning plot. I will use a variation of the traditional three-act structure, broken down into eight sequences. This model was created by Frank Daniel to teach screenwriting at UCLA and has also been adapted for use by novelists. I wrote about it in detail in Plot Basics. Within this structure, I’ll show how different parts of the development arc can be positioned for dramatic effect. I will restrict the discussion here to a single-protagonist story featuring a ‘flawed’ or ‘wounded’ hero, who must embark on a personal quest in order to heal his wound and become a whole and balanced person. This quest forms his character development arc.


  In Character Creation, we are going to concentrate on the whys – why characters behave the way they do – and explore how to create unforgettable, larger-than-life characters that are fully integrated into the plot of a story.


  1 | Inner Conflict


  Core Conflict


  Deep within every human being, there are two fundamental drives:


  



  1. to be an independent human being who has control over their own destiny


  2. to belong to a social group with other human beings


  



  Obviously, these two drives conflict with one another, so there is an ongoing internal tug-o-war in all of us between the need for independence and the need for togetherness. And, when it comes to our actions, between selfishness and altruism. When we get the balance about right, we can live in harmony with ourselves and others.


  Our need for independence is what makes us self-sufficient and able to take care of ourselves. It helps us to survive. In evolutionary terms, it makes us competitive and provides us with a desire to win. We tend to think of this drive for independence, for dominance or winning, in terms of physical strength or power. ‘Power’ in this sense refers to legitimate personal power, including protecting our own boundaries and asserting our individuality: it allows a person to focus on the achievement of goals, to be proud, independent, and strong. Power is closely related to an individual’s rights as a human being. This power is central to the relationship that an individual has with himself or herself.


  The need for belonging, for relationships with other people, is what gives our lives meaning beyond the need for physical survival. Families and wider social groups are part of what makes us human. We think of this drive for togetherness in terms of caring for others or love. ‘Love’ refers to nurturing and compassion, to having empathy, helping people, giving selflessly, and to focusing on relationships. Love is closely related to an individual’s responsibilities as a human being.


  Power and love are the two sides of human nature, not good and evil. Neither of these drives is inherently positive or negative, good or bad. The tension between these two drives is a natural and necessary part of human existence, it is what drives us toward achievement and creativity, and towards the selfless actions we perform when another person is as important to us as our own existence. This tension is universal, but it is not the same thing as the inner conflict that most story characters – and most human beings – must deal with. We’ll come to inner conflict shortly.


  The drives of love and power first make themselves felt during an infant’s second year of life, and centre on the relationship with its mother. Prior to this, the child has been entirely dependent on its mother, but during the second year, it begins to separate from her, beginning the process of becoming a unique individual. It begins the journey toward his or her real or true self.


  The True Self and Inner Conflict


  The true self is who a person genuinely is, or has the potential to become. The true self is a ‘whole’ or ‘integrated’ person, acknowledging all aspects of the self, positive and negative, strengths and weaknesses. It denies nothing and does not claim to have qualities or abilities that it does not actually possess. A false self is a persona an individual creates, usually an idealised version of themselves, that is who they think they should be. It denies qualities they are ashamed or afraid of and may pretend to have qualities that they feel they ought to have.


  Inner conflict is experienced by a character because he wants to be his ideal, false self, but he needs to be his true self. As we will discover later, each of the six archetypes has a particular type of false self, and so a particular kind of inner conflict.


  This true self, or ‘whole’ person, has a number of qualities, described by James F. Masterson in The Search for the Real Self. He or she is able to experience the full range of human emotions; is able to express themselves honestly in a relationship with another person, with minimal anxiety about being abandoned or engulfed; has the ability to make commitments and meet responsibilities; has genuine self-esteem, and is able to assert their identity and needs assertively; expects appropriate entitlements; is capable of being alone and of soothing their own painful feelings; and has the capacity for self-activation and creativity, enabling them to deal with challenges in innovative ways. A whole and balanced individual recognises their rights as individuals and their responsibilities to others.


  An individual who is living as his true self is a whole and balanced person, and as such is totally unsuitable as the main character of a story. Stories are about people dealing with problem situations. The bigger the problem, the better. The true self exists in a story only as an ideal that a character has the potential to achieve.


  A character’s inner conflict relates to the need to give up the false self and embrace the true self. The character development arc is the character’s journey from false self to true self; it is a quest in search of wholeness or integration.


  ‘Wholeness’ and ‘integration’ sound fine as terms, what do they really refer to? For the purposes of this book, a whole person is someone who has recognised all aspects of himself, good and bad, and integrated them into a single, true self. More specifically we will refer to the unintegrated ‘good’ part of the self as the denied self and the unintegrated ‘bad’ part as the shadow self. To become whole, the protagonist of a story needs to accept his denied and shadow selves, and give up any claims to those parts of his false self that do not genuinely belong to him. Achieving integration of these two selves is a key part of the character development arc.


  The denied self represents the positive side of what the protagonist has the potential of becoming: the shadow is the negative possibility. We’ll look in more detail at the denied self and the shadow self in the next chapter.


  The true self isn’t perfect, by definition it includes weaknesses, but it is authentic and by accepting it we come much closer to being a whole and balanced person. Only by allowing himself to become his true self is the protagonist able to fulfil his potential as a human being.


  Development of the True Self


  Karen Horney, in Neurosis and Human Growth, makes it clear that to achieve his true potential as a human being, an individual needs to be ‘given a chance,’ in the form of a suitable home environment during his earliest years. He needs what the English paediatrician Donald W. Winnicott called a ‘good enough mother.’ Someone – not necessarily the infant’s biological mother – who helps the child develop by actively adapting to its needs, allowing the child to become more independent so that it gradually learns to deal with failure and frustration. Providing that the care an infant receives in its first two years of life is ‘good enough,’ the child will develop a basic confidence – in himself, the people around him, and in the world around him. This confidence is what enables him to develop as a person and achieve his potential: to grow up to become his real self.


  Not every child does receive ‘good enough’ care during this formative period. If the care he receives is not good enough, if the development of his individual self is in some way restricted or prevented, then his real self cannot fully emerge – it is in some way, damaged or ‘wounded.’ When a person’s self is wounded, they develop protective behaviours – a coping strategy or defence mechanism – to try and protect themselves from further damage. These behaviours, while serving as protection, also stifle the real self: they try and maintain what is, rather than encouraging continued development towards what could be. The protective mechanism causes a person to develop a false self, a self that acts to protect the individual. But the potential to become the real self still exists within them, and it is the conflict between the false self – the self that wants to stay and defend what is – and the real self – that wants to go out and discover what could be – that is the essence of a person’s inner conflict.


  The False Self


  Everyone has a ‘public face’ that hides the ‘face we never show to the world.’ Carl Gustav Jung, in The Archetypes and the Collective Unconscious, called it the persona, the mask of the actor. Sheldon Kopp, in his book Mirror, Mask, and Shadow, notes that we all keep secret from others a large part of who we are. We feel able to reveal more of our true selves to family members, close friends, and lovers, but we may have secrets we are afraid to reveal even to them, fearing that we will lose their love. The more and bigger our secrets, the more fake our persona becomes until there is a danger that we lose our true selves altogether.


  The false self is an idealised image that a person carries around in his head, defined by a series of ‘shoulds’ – behaviours, talents, and beliefs the individual thinks he should have. This may include qualities that the individual does not, in fact, have. The false self is also defined by a set of taboos – things he should not have or should never do: these include elements of his true self that are split off and form the denied self.


  Trying to be what the individual regards as the ‘good,’ acceptable idealised self while denying the unacceptable ‘bad’ means that he is neither whole nor balanced. The false self is very one-sided, glorifying some aspects of the personality, and suppressing or denying those regarded as unacceptable or dangerous. Paradoxically, this one-sidedness pushes the individual into behaviours that, if carried to the extreme, become both self-defeating and ‘immoral,’ that is, the behaviours cause harm to both the individual and those around him.


  An individual’s false, one-sided behaviours are a coping mechanism, a way he or she believes is the best way of dealing with life’s challenges. Their inability to see or accept the other aspects of their personality – what we are calling the shadow self and the denied self – and so remaining ‘one-sided,’ even when there is evidence that their behaviour is self-defeating, is the individual’s character flaw and is the basis for creating the flawed hero.


  The protection his coping strategy provides is so important to him that the protagonist is able to deny to himself any harm that he is doing to himself or others around him. It is such an integral part of him that the behaviour is automatic and he doesn’t give it a second thought. This is why ingrained behaviours of this kind are so difficult for us to overcome. Even if we are aware of them and want to try and change them, we subconsciously hang on to them because they are familiar and we believe that they work. We refer to such negative, harmful behaviours as a ‘vice’ or ‘sin.’


  The behaviours enable the protagonist to put up with a life situation that isn’t entirely satisfactory, but that is in a state of equilibrium: it feels familiar and safe. But rejecting his true self means that the protagonist must remain unfulfilled in life: there is a hollowness and a feeling that something is missing, that his life seems to have no meaning, no purpose and lacks vitality. He feels numb and empty. He suffers from a mild but persistent sense of frustration, of ennui. This is why the defensive behaviours that keep him in this place are called self-defeating. It is also why the protagonist is ripe for a quest, a journey of self-discovery.


  Consequences of the False Self


  Being driven by the false self means that a person is deceiving other people, pretending to be what he is not. The problem is that even if people admire him or love him, he has the underlying knowledge that they don’t know his real self: if they did, would they still offer their love and respect? This adds to the feeling of dissatisfaction he feels with life. But even worse than missing out on other people’s acceptance of who he really is, is the fact that he’s fooling himself.


  Masterson says, that the false self does not help a person adapt and meet life’s challenges, instead it is designed to help avoid them. The protagonist’s false self-beliefs and self-defeating behaviours are what cause him to select a short-term goal – the thing he wants to achieve by the end of the story – that he thinks will bring him what he wants in life: but what he wants may be very different to what he needs. What he wants is usually some improved form of the unsatisfactory equilibrium he is currently living, while what he needs is to face his demons and accept who he really is. Want versus need, as symbolised in a story by the protagonist’s choice of goal, is one of the ways in which the gulf between his false self and his true self is shown to the audience. The audience is always aware of the protagonist’s real need before the protagonist is: one of the things that holds our attention is wondering when – or if – the protagonist is going to come to realise that he is on the wrong path or going after the wrong goal.


  Development of the False Self – Basic Anxiety


  The false self comes into being as a result of emotionally ‘traumatic’ experiences, usually suffered during childhood. These often occur between the ages of eighteen months and four years, when a child develops his individuality, but can take place at any time between birth and adolescence, and will often consist of a pattern of experiences rather than a single traumatic event. Emotional trauma can occur in adults too, but the experience will be directly comparable to a childhood trauma, so the details given below apply to both children and adults.


  We said earlier that a child receiving ‘good enough’ parenting develops a basic confidence that allows him to develop fully as an individual. But what happens if he does not receive ‘good enough’ care? Various unfavourable conditions can adversely affect a child’s development, but as Horney writes, in Neurosis and Human Growth, “... they all boil down to the fact that the people in the environment are too wrapped up in their own neuroses to be able to love the child, or even to conceive of his as the particular individual he is; their attitudes toward him are determined by their own neurotic needs and responses. In simple words, they may be dominating, overprotective, intimidating, irritable, over-exacting, overindulgent, erratic, partial to other siblings, hypocritical, indifferent, etc. It is never a matter of just a single factor, but always the whole constellation that exerts the untoward influence on a child’s growth.”


  Under such family circumstances, instead of developing a basic confidence, the child develops what Horney, in Our Inner Conflicts, calls a basic anxiety. We are not necessarily talking about the extremes of ‘bad’ parenting here: physical and emotional abuse, neglect and abandonment will obviously have an impact on the child’s development as an individual. But so too will other factors in the family environment. Except in the most extreme cases, the behaviour of the parents should not be considered as deliberate or malicious: parents do the best that they can, but their ability to be ‘good enough’ as a parent depends on their own upbringing – how their own parents cared for them – and the situation under which they are bringing up their child. War, illness on the part of the parent or the child, economic difficulties, natural and man-made disasters, separation of husband and wife, the death of a spouse, persecution, and a host of other external factors affect the family environment.


  Whatever the external circumstances, the result for the child is the development of a basic insecurity, and the events that cause it are often referred to as an emotional trauma or a psychic wounding. The terms ‘orphaning’ – in a metaphorical rather than literal sense – and ‘originating incident’ are also used, as the events mark the beginning of a particular problem for the individual concerned. I will use wounding to refer to this event, or sequence of events.


  Development of the False Self – Wounding


  If the parent’s own needs were not met as children, there is every chance that they are going to have difficulty meeting their child’s needs. Or in Philip Larkin’s more colourful phrase, your parents ‘fuck you up’ (‘This Be Verse,’ 1971). But not deliberately: they do it as a result of their own upbringing, because your parents were fucked up in turn by their parents.


  Even during the first months of life, it is believed that an infant is able to ‘read’ his mother, assess her mood, and behave in a way that he judges will ensure that his needs are met. From this early stage, he begins to shape his behaviour in accordance with the needs and expectations of others. During his early years he will seek to ‘fit in’ with the expectations of his family, and then his school, and then the world in general. He will adopt a ‘social mask’ or persona. The individual tries to become an idealised version of himself. This idealised image is a paragon of virtues, qualities and behaviours that no human being could ever live up to – the false self that he feels he should be because he has come to believe that his real self is, in some way, ‘not good enough’ or ‘not okay.’


  Jane Middleton-Moz, in Children of Trauma, writes that all children experience some form of traumatic event before reaching adulthood and that parents cannot protect their children from this. But they can protect them from the damage that unresolved trauma can cause to their developing self-esteem. Middleton-Moz outlines the four things that a child needs to help them overcome ‘traumatic’ life experiences: validation of the event, a supportive adult, validation of emotions, and time. The flawed protagonist did not receive this support, and as a result, created a defensive false self to protect himself from further harm. Within the story, it will be the role of a ‘co-protagonist’ – either a romantic partner or a close friend, the ‘buddy’ in a buddy movie – to provide the four components to help the protagonist overcome his childhood trauma and make his journey toward integration, toward acceptance of his true self.


  Carol S. Pearson, in Awakening the Heroes Within, considers that while the wounding, traumatic or orphaning, experience is ‘dysfunctional in excess,’ it is also ‘a crucial part of growth and development.’ I think this is an important point for writers to keep in mind: ‘wounded’ people embark on journeys in order to heal their wounds, to try and mature and achieve their potential as individuals, that is, to try and become their true selves. The timing and nature of an individual’s wounding is one of the things that goes towards defining who they are. This is something we will explore in much more detail when we look at the different archetypes of character personality, and what kind of wounding experience caused them to become the person they are.


  Pearson notes the unfortunate fact that in our culture it is generally considered ‘not okay’ to be wounded. To be wounded is to be judged as weak or defective. As a result, we are ashamed of our wounds and try to hide them, protecting ourselves from further harm as best we can. We feel vulnerable as a result of our wounds. And this means that we do not deal with our woundedness, we do not share it with others and seek help, and we do not offer support to others who are wounded. We are afraid that others will use our vulnerability against us, to gain some kind of power over our lives. As we will see when we explore a character’s journey, his development arc or through-line, letting down the outer defences and exposing inner vulnerability – his wound – is a key part of an individual’s development as a human being.


  The Ghost and the Curse of the Rubber Ducky


  One final note of caution related to a character’s life story and wounding. The event that causes a character’s wound is sometimes referred to as a ‘ghost’ that haunts them, and that must be laid to rest before the end of the story. The most inept use of this concept results in what Paddy Chayefsky and Sidney Lumet referred to as the rubber ducky school of drama, where a character was ‘explained’ – rather than revealed – in a speech made about two-thirds of the way through a kitchen sink drama: “Someone once took his rubber ducky away from him, and that’s why he’s a deranged killer.”


  While characters are simpler than real people, they should not be too simplistic. And we must always leave space for the audience to add their own details – drawing on their own experience of wounding. That is why it is generally better to hint at life story and wounding, rather than over-explain and fill in every detail.


  2 | Shadow & Denied Self


  The shadow self and the denied self are both parts of an individual’s true or ‘whole’ self. Metaphorically speaking, human beings are a combination of angel and demon – and we have to accept both of them as legitimate parts of us. Denying or ignoring or seeking to punish or cast out one of these parts is dangerous and self-defeating. In this book, I use the term shadow self to refer to that part of a character’s self that he regards as ‘bad’ and is afraid of. Denied self refers to the positive qualities he refuses to acknowledge because he is ashamed of them, regarding them as weaknesses or of no value.


  The Shadow Self


  The shadow self is an extreme form of the false self, and the character refuses to admit that it exists within him. It is a character’s dark side, the person he could become if he continues down the wrong path.


  In a story, the antagonist is usually an external representation of the protagonist’s shadow self. The villain symbolises the darker side of the hero’s nature. At the climax of the story, the protagonist must accept that he has certain things in common with the antagonist and he must accept that the shadow is part of his true self. He comes to realise that it is not a matter of defeating or destroying his ‘bad self,’ but rather of integrating it, accepting it as a part of himself that he must learn to live with. This is what makes the relationship between hero and villain such a fascinating one, and why the villain is often such a mesmerising character: we recognise our own shadow selves in him and are at once fascinated and appalled.


  In Jung’s The Archetypes and the Collective Unconscious, the shadow is the opposite of the persona – where the persona is the ‘public mask’ that a person shows to the world, the shadow is the darker, hidden part of them. I’m not using the ‘shadow self’ in quite the same way – what Jung calls the shadow, I have split into the shadow-self and the denied-self.


  In Aion Jung wrote: “The shadow is a moral problem ... To become conscious of it involves recognising the dark aspects of the personality as present and real. This act is the essential condition for any kind of self-knowledge, and it therefore, as a rule, meets with considerable resistance.” And: “Closer examination of the dark characteristics – that is, the inferiorities constituting the shadow – reveals that they have an emotional nature, a kind of autonomy, and accordingly an obsessive or, better, possessive quality.” I think this idea of becoming ‘possessed’ by the shadow-self is worth remembering when creating a protagonist.


  Projecting the Shadow


  While he rejects the shadow, claiming that it is not part of himself, a person will project aspects of the shadow onto other people. Projection is a way of externalising what is internal, of attributing or even blaming someone else – or something else – for our own qualities, thoughts, and feelings. In The Symbolic Quest, Edward C. Whitmont says that if you were to ask a person which personality type they most hated or found most difficult to get along with, they would describe their own ‘repressed characteristics.’ Characteristics that don’t bother us are unlikely to be part of our shadow or our denied self. The stranger, Whitmont says, is suspect because he is different to us – and he can be used as a scapegoat. In a social context, we might demonise a whole race of strangers or the followers of another religion: they become ‘the enemy.’ In storytelling terms, the qualities of the protagonist’s shadow are usually projected onto the antagonist. The protagonist hates or fears or blames the antagonist, precisely because the antagonist represents this rejected aspect of the protagonist’s own personality.


  Fear of Facing the Shadow


  Why do we fear our shadow self? Why must we deny it? The fear seems to be that if we were to accept it as part of us, then we would need to act on the impulses we received from this dark side of our nature. We would feel compelled to do ‘bad’ things and would be unable to stop ourselves from acting on these compulsions. And even if we feel strong enough to resist, the act of having to resist is uncomfortable: we do not like to feel that our natural impulses are being frustrated. Better to pretend that this side of us doesn’t exist at all. Banish it from our conscious thoughts. The danger then, of course, is that our shadow roams freely in our subconscious, and causes us to do ‘bad’ things without us even being aware of them. Failure or refusal to face the shadow banishes it to the subconscious, where it exerts its influence in the forms of projections and compulsive behaviours. It can ‘possess’ us.


  Benefits of Recognising and Integrating the Shadow


  Confronting our shadow can be a death-like experience. But rather than a literal death, it really means the ‘death’ of the old, false self, and the rebirth of the true self. ‘Facing death’ in this way is a positive experience, and demonstrates that an individual is embracing change and moving forward. In stories we often refer to a character undergoing a symbolic ‘death and rebirth’ – it is an important part of their development arc. Jung says that the shadow is the ‘door into our individuality,’ providing a view of our unconscious selves, and being the first step towards recognition of the true self. No growth is possible until the individual recognises his shadow.


  The Denied Self


  The false self consists of those qualities a character feels he should have, the qualities he idealises. The denied self consists of those aspects of himself that a character feels he should not have, aspects he has come to despise, to the extent of trying to deny their existence in himself. The denied self is a product of the individual’s taboos. A false self that idealises power and strength, for example, will deny weakness or vulnerability of any kind.


  The denied or despised qualities are not understood by the individual, and as a result, are regarded as something ‘other’ than himself, they are cast out, often in the form of projections: they belong to other people, who he ‘demonises.’ This sort of behaviour lies behind much of the fear and prejudice of ‘outsiders’ – they become scapegoats, an externalisation of qualities we despise.


  This fear and projection also explain why the protagonist often sees the co-protagonist – his romantic partner, ally or buddy – as an antagonist in the early part of the story: the co-protagonist embodies positive qualities the protagonist has rejected in himself. Or recognises and encourages these qualities in the protagonist. The buddy or romantic interest symbolises the hero’s denied self.


  Animus and Anima


  Jung wrote about denied, or undeveloped, aspects of personality in terms of gender: the anima is the unconscious feminine aspect in men, and the animus is the unconscious masculine aspect in women. I don’t use Jung’s concept of gender-related opposites because I use a model based on personality traits that are applicable to both genders, but I think his writings on animus and anima are still useful in terms of considering the importance of integrating the denied self – rather than the shadow-self – of a character. The following quote by Jung from Aion sums up the relative importance, and relative difficulties, of dealing with the shadow and denied selves:


  “... [the shadow] and its content can ... be made conscious without too much difficulty. In this, it differs from anima and animus, for whereas the shadow can be seen through and recognised fairly easily, the anima and animus are much further away from consciousness and in normal circumstances are seldom if ever realised.”


  Jung regarded the integration of the shadow as entirely possible, given ‘insight and goodwill,’ but said in Aion that recognition and integration of the unconscious opposite, the anima or animus, was “a moral achievement beyond the ordinary.” That sounds like exactly the sort of thing we should be tackling in a story – a moral achievement beyond the ordinary!


  Jung also wrote in Archetypes of the Collective Subconscious: “If the encounter with the shadow is the ‘apprentice-piece’ in the individual’s development, then that with the anima is the ‘master-piece.’ The relation with the anima is again a test of courage, an ordeal by fire or the spiritual and moral forces of man. We should never forget that in dealing with the anima we are dealing with psychic facts which have never been in man’s possession before, since they were always found outside his psychic territory, so to speak, in the form of projections.”


  I think this is also true of the integration of the denied self. The shadow-self is much more accessible and recognisable to the protagonist because it is an extreme form of his false self, a self that he knows and examines closely. The denied self is, by definition, something that he does not admit the existence of, and so it cannot be recognised. His only view of it is through his projections onto other people. It is the co-protagonist who brings his denied self to the protagonist’s attention. She does this by embodying the denied qualities, and by recognising and appreciating the protagonist’s denied self or ‘inner child.’ She is allowed to do this, rather than being pushed away like an ‘other,’ because she also performs another function for the protagonist: she validates his pain and suffering.


  Having now established the concepts of the false self and the true self, and the shadow and denied aspects of the true self, and the inner conflict between which exists in a character between his false self and his true self, we can look at the different sorts of behaviour people employ to deal with their conflicts.


  Responding to Conflict – Three Human Behaviours


  When faced with any sort of challenging situation, there are really only three actions or behaviours we can choose: fight, submit, or run away. Karen Horney, in Our Inner Conflicts, describes these behaviours as ‘moving against’ or aggressive; ‘moving toward’ or compliant, and ‘moving away from’ or withdrawn. Everyone has these three behaviours to draw on, and in any given situation, one of the three will be the appropriate response. A ‘whole’ or ‘balanced’ individual – that is, someone who is well on their way to becoming their true self – will be able to draw on any of these three behaviours, as they feel the situation demands. They might not always make the right choice, no one’s perfect, but they have all the options open to them. This is not true of someone who has developed the defensive mechanism of a false self. The false self causes the individual to subconsciously prefer one of the three behaviours.


  Life experience – i.e. the ‘wounding’ – caused the individual to choose this particular behaviour as an infant, because it was the most appropriate one at that time to get his needs met by his parents, and he has continued to use it as a defence mechanism, or coping behaviour, for dealing with challenging situations. Even when it may not be the most beneficial to him in a given situation. The false self’s typical response to life’s challenges is to be aggressive, or to be compliant, or to be withdrawn, rather than to choose a response appropriate for the challenge.


  Attitude and Ruling Passion


  While any human emotion or any of the virtues or vices (or ‘sins’) can be used to name a character’s ‘ruling passion,’ there are really only three things that motivate a character:


  



  (i) The need for power


  (ii) The need for love


  (iii) The need for safety, to be free from fear


  



  One of these ‘passions’ – love, power, fear – comes to rule a character’s life during their early years, or as a result of a similar later traumatic experience, and it remains dominant throughout their lives.


  Associated with this ruling passion, and arising from the same early family circumstances, is the character’s attitude, that is a combination of their outlook on life and their typical behaviour, as dictated by their false self: how they tend to view life and respond to it. A character motivated by a desire for love will always want to move towards other people and try to engage in a loving relationship with them, usually by understanding and responding to the other person’s needs. This attitude toward life has been labelled compliant. A character motivated by a desire for power will always want to succeed, to win, and so will tend to view other people as opponents who must be challenged and overcome. This attitude toward life has been labelled aggressive. While a character who is motivated by a fear for their safety will tend to see other people as a threat and move away from them. This attitude toward life has been labelled withdrawn.


  A person’s attitude towards life will be either compliant, aggressive, or withdrawn. And their typical behaviour will be to submit, attack, or run away.


  Human Needs


  I said above that there are, fundamentally, three human needs – power, love, and avoidance of fear – that can act as a character’s motivation. Does this view correspond with other models of human need? Abraham Maslow’s model, published in Motivation and Personality (1954), consists of a hierarchy of human needs, that is commonly presented as a pyramid, with each need being ‘built’ on the one below it:
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  William Glasser, in Choice Theory, presents a similar list, but doesn’t believe that they exist in a rigid hierarchy:


  



  ‒ Survival – the desire to work hard, to do whatever is necessary to go beyond survival and achieve security.


  ‒ Love, Loving Sex, and Belonging


  ‒ Power – feeling that you have some control over your life and that your opinions are listened to.


  ‒ Freedom – to be able to make your own decisions and live your life the way you want to.


  ‒ Fun – Glasser says fun is the ‘genetic reward for learning,’ and is the capacity for gaining pleasure from what we do.


  



  Merging these two lists we can come up with a list of basic human needs – that is, needs that motivate behaviour:


  



  ‒ Survival, including basic physiological needs; to be reassured that the world is a safe place


  ‒ Love and social belonging, including being accepted as a unique individual, and contributing one’s talents to the group


  ‒ Power or control over one’s own life, including self-esteem or pride


  



  I’ll admit that I’ve stretched these definitions a little to come up with a list that broadly matches our ‘ruling passions,’ but I haven’t actually cheated...


  We will explore the motivation of characters within a story in more detail in a later chapter. But with the basic understanding of fundamental human behaviours and motivations presented already, we can look at how they can be used to define a usable set of archetypal character personalities.


  3 | The Character Palette


  The Three Primary Character Types


  The term ‘character archetypes’ in this book refers to personalities rather than roles. An archetypal role has a label such as hero, villain, mentor, wise old man, or whatever – it indicates the function the character performs in the plot of the story. A character in one of these roles can have any of the personality types explored in this book.


  Bringing together the concepts from previous chapters, we can begin to construct some basic character types:


  The aggressive person is someone who copes with the inner conflict between love and power by denying love and embracing power, wanting to be strong and to win. He is dominated by the need for independence, to have control over his own life. As a result, he tends to deny his need for a loving relationship. This is a person who will stand and fight, who does not withdraw or submit. He is likely to make a physical response first, without letting emotion or objective thought get in the way. This gives us the archetypal Warrior.


  The compliant person copes by denying power (assertiveness) and by embracing love (submitting to or serving others). She is dominated by the need for a close, loving relationship. As a result, she tends to deny her need for independence. Here is a person who is more submissive, and who acts in response to the behaviour of others. Her response is more likely to have an emotional basis, rather than be based on physical aggression or objective thought. Empathy, being attuned to the feelings of others, is strongest in this type. As this person acts in response to the needs (or demands) of others, rather than asserting their own needs or desires, they are represented by the archetype of the Carer.


  The withdrawn person denies both power and love, retreating from the conflict into an internal world of his own thoughts. He denies both the drive for independence and the drive for a loving relationship, and refuses to strive for either. The archetype here is the Thinker, who shuns both aggressive physical responses and emotional responses to life. He doesn’t fight and he doesn’t submit, instead he withdraws, aloof from the actions and feelings of others.


  
    	The aggressive person is The Warrior who denies love and idealises power.



    	The compliant person is The Carer who denies power and idealises love.



    	The withdrawn person is The Thinker who denies love and power, and idealises knowledge and logic.


  


  Two things to say before we move on. First, you may not be entirely comfortable with these three labels, in which case you may want to devise your own instead. Possible alternatives include King, Queen, and Wizard; or Businessman, Mother, and Professor. There are a great many alternatives, and the chapters that cover each of the three types in detail will list some of the other labels. There will also be examples of each from film, television, and literature to help you see the types more clearly.


  Secondly, there is the issue of gender. You’ll notice that in describing the three types above, I referred to the Carer as she and the Warrior as he. This is gender stereotyping – because in reality, men can be carers and women can be warriors. Stereotypically, the Thinker is also usually referred to as male – because, allegedly, men are rational thinkers and women tend to be irrational. It is not helpful to perpetuate these stereotypes. However...In the interest of clarity, I’m going to continue to refer to the Carer as she and the Warrior as he. And I’ll probably also refer to the Thinker as he. In an early draft, I tried to use a non-gender specific term, referring to all of them as ‘they’ and ‘their,’ but ended up confusing myself. Using two genders makes sentences clearer. I could have used male and female alternately for each type, but I couldn’t be bothered to keep track of them, and it always irritates me a little when people do this.


  And a final admission of guilt: when I refer to a romance story or a romantic comedy, I’ll make the protagonist female and refer to her as the heroine, and I’ll make her lover male and probably refer to him as the hero. So I’m staying with the gender stereotypes – as with the choice of archetype labels, feel free to change them to your own preference.


  A balanced, ‘whole’ person will have their internal Warrior, Carer, and Thinker to draw upon as appropriate for any situation they encounter. However, balanced individuals don’t make the best sort of characters for stories – we need people with issues, and the more dramatic the better! – so we’ll concentrate on types who are ‘unbalanced’ and have flaws to overcome, or who are ‘missing’ or ‘denying’ parts of themselves and so are not yet whole.


  The model in this book uses the Warrior, the Carer, and the Thinker as the three primary character archetypes. Think of them as the red (hot-tempered Warrior), yellow (sunny, friendly Carer), and blue (cool-headed Thinker) of our character palette. These archetypes haven’t been fully defined yet, but hopefully you can already see that they do represent recognisable types of people. You can probably also see even at this stage that these three don’t present enough variation to account for all of the different types of character we are familiar with in stories.


  Here is a diagram of the three types we have so far:
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  One of the things I like about this model is that each of the three types touches the other two within the whole. The circle above represents a whole person who has each of the three elements in balance. In a real person, each segment would be a different size, depending on which type or types were dominant in them. And in a conflicted, or wounded, story character one (or two) of the elements would dominate, and the other(s) would be considerably weaker.


  The Six Archetypes of Character


  If we imagine that the three archetypes in the diagram above start to overlap each other, to create hybrid types, we would see a new subtype created between Thinker and Carer, another between Carer and Warrior, and a final one between Warrior and Thinker. We could also name these subtypes in the same way we named the main ones:


  



  Thinker + Carer would be an archetype with a combination of thought and emotion, but who avoids – indeed, is afraid of – aggression. This is where we find the poet and the artist, and also the more Bohemian or Byronic type of rebel. We’ll call him the Artist.


  



  Carer + Warrior would be someone who combines emotion and physical response, but who is less concerned with thinking things through. They are impulsive and interested in physical and emotional experiences. He would also be the more action-oriented rebel. Here we have the Adventurer.


  



  Warrior + Thinker would be a person who combines rational thought with direct action, but who is less in touch with their emotions. This is someone who cares deeply about things and has the courage of their convictions. This is the Crusader.


  



  Here is the diagram showing the six character archetypes:
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  Why am I using these six archetypes instead of the four ‘humours,’ or the Big Five, or the seven chakras, or Jung’s eight, or the Enneagram’s nine, or the twelve astrological signs, or Myers-Briggs or Keirsey’s sixteen, or...? I’ve drawn heavily on some of these models for developing my own, but in the end, my choice was fairly pragmatic. Three types weren’t enough to give me a broad spread of characters that could be used to create the cast for a story, and when I looked at using more than six, the boundaries between them started to become blurred. Story characters – unlike real people – need to be clearly defined, and their contrasts dramatic, so I chose six broad types – enough to provide a varied cast, distinct enough to make them easily distinguishable.


  I chose the three ‘primary colours’ to represent the three types of behaviour mentioned previously, but also because they represent three qualities that all human beings have to draw upon: the Thinker represents rational thought, which includes problem-solving and taking an objective view of a situation; the Carer represents empathy, nurturing, compassion, love and emotion; and the Warrior represents physical feeling, a visceral response to life, or a ‘gut reaction,’ including sexuality and personal power or assertiveness. Thought, emotion, physical feeling, often related to the head, the heart, and the gut respectively. This makes each of the types an extreme example, a representation of, one of the qualities that we all have to draw on. There is a Warrior, a Carer, and a Thinker in all of us: we recognise them. One or two of the types might be stronger in us. In a story, we can see them as separate people.


  You might think that my three archetypes miss out an important human quality, usually labelled spirituality. This is a deliberate omission. I believe that spirituality is not a quality that you can use or develop, rather I think it is a state you attain. And you attain it when head, heart, and gut are close to being balanced in you as an individual. Wisdom is attained when power, love and thought are used together. That’s my theory.


  In this book, I am not going to discuss the perfectly balanced individual, where Warrior, Carer and Thinker are all present and the person is whole and balanced, as in the first diagram above. Why? Because stories aren’t about that sort of person. Stories need to be dramatic, and drama comes from people with problems. Big problems. If they’re in pain and struggling against impossible odds to succeed, great, as an audience we’re interested. If they’re serene and happy, who cares? This is another of the non-existent fundamental rules that writers must understand: A writer must be a sadist. It is the writer’s job to make their characters suffer. Especially the protagonist: the protagonist is the person in the story who suffers most. Most of us, given a choice, would not want to see another person suffer. We would do something to try and ease their suffering. Writers must not do this with their characters. If a writer sees his protagonist suffering, he must instantly ask ‘How can I make his situation worse?’ You might make his present suffering worse, or you might allow him to escape his present suffering but discover the consequences of his escape are even worse suffering. Writers need to develop the skills of a professional torturer.


  Each character in a story will be one of the six types. A complex character may be a combination of more than one type, but will still have some combination of the Warrior, Carer and Thinker, with one usually being dominant and one significantly weaker.


  Inner Conflict


  The weakest, or ‘missing,’ aspects in a character are as important as the dominant one because they show up the wound that causes his defensive behaviours. Blindly using these behaviours, even when they’re not appropriate to the situation, is the weakness or flaw that the character needs to overcome: it shows in which direction the character most needs to develop. The conflict between the strongest and weakest aspects in a character define his personal inner conflict. As we’ve said, this inner conflict is a battle between the character’s false self and true self.


  Typically, the Warrior needs to develop the Carer aspect, rather than the Thinker, so his inner conflict consists of Warrior versus Carer, power versus love. The Carer needs to develop the ‘missing’ Warrior aspect, and so her inner conflict is love versus power. The Thinker needs to develop both Warrior and Carer, though one need will often be more dominant in a particular story. He needs to get in touch with his feelings, both physical and emotional. His inner conflict will be thought versus love or thought versus power, depending on the story being told.


  Want versus Need


  All behaviour is motivated, and each of the basic attitudes consists of a pattern of behaviour. Motivation is complicated because it includes both what the character desires or wants, but also what they are trying to avoid. And the thing they are trying to avoid is usually the thing that they really need in order to achieve genuine happiness and to achieve the full potential of their true self.


  The Warrior, an aggressive person, wants to be in control, to achieve some external success, to be seen as strong, to be the best, to conquer. He is motivated by a desire for power in some form. The Carer, a compliant person, is motivated by a desire for affection, for the perfect loving relationship. The Carer wants love. The Thinker, a withdrawn person, wants to avoid conflict by having no needs or desires, nothing to fight for. He is motivated by a need to be free from conflict with, or control by, other people.


  But in each of these cases, even if the Warrior, Carer, and Thinker were to achieve their ‘want,’ they would find that it didn’t bring them the happiness they had hoped for. They would still feel that something was missing in their lives. This is because the ‘want’ comes from the false self, and is not a genuine need arising from the true self. The ‘want’ is a poor substitute for the real need, a distraction or a temporary relief at best. When a protagonist embarks on a quest to achieve his ‘want’ rather than his ‘need,’ writers sometimes refer to it as ‘going for the wrong goal.’


  What the Warrior, Carer and Thinker need is to abandon their false selves, and integrate the disowned parts of themselves – the denied self and the shadow. The Warrior wants to gain power but needs to be able to give and receive love. He needs to learn how to be vulnerable, to experience his emotions, to learn humility, in order to find happiness in a relationship with another human being. The Carer wants to get love; but needs to discover and assert her own identity, to care for herself as well as others, to gain her own power. Before she can give herself selflessly in a relationship with another person, she has to discover who that self she wants to give really is. The Thinker wants to avoid conflict, to escape fear and madness; but needs to engage in the world both physically and emotionally: he needs to experience both love and power. He needs to discover that the world isn’t the terrible place he fears it to be and that not everyone wants to harm him. And he needs to discover that he is able to cope in the world and find his own place in it.


  Stakes and Greatest Fears


  What is at stake? As well as having larger-than-life characters – that the six archetypes will help us create – a dramatic story also needs high stakes. If a story is to be ‘about something,’ and have any kind of meaning for us as an audience, we need to know what is at stake for the protagonist and for the other main characters.


  One of the problems with some blockbuster movies is that there isn’t really anything much at stake for the character – there is action and a kind of superficial physical peril, but we never feel that there is anything personal at risk for the protagonist. A harsh but important question that we should always ask of our stories is: ‘Why should I care?’ We only care if the character is someone we like, or are fascinated by, and if there is something very real at stake for him. What is at stake in any story is the protagonist’s survival, as symbolised by one of three things: physical survival, or retaining power or control over one’s own life; emotional survival, or finding love; or mental survival, or avoiding chaos, fear and madness.


  Power, love, madness. These can be symbolised by many specific situations, but what is at stake boils down to one of these three things or some combination of them. ‘Love’ includes all kinds of relationships, and is often explored in relation to control or power; madness can be linked with loss of control or power, or loss of a love relationship.


  What is at stake for each of the three types is directly related to their motivation. What is the worst possible thing that could happen to them? What is their greatest fear? What do they want to protect at all costs? What is their secret? What are they trying to hide? What is their vulnerability? Obviously, the Warrior fears losing power, the Carer fears losing love, and the Thinker fears madness, but these one-to-one links are only half of the stakes. The other thing at stake for the Warrior-protagonist is his ‘true self’ – whether or not he will overcome his character flaw, abandon his false self, integrate the missing elements of his Carer-self and become ‘whole.’ The false self has been created to protect the character from his greatest fear: he has adopted behaviours that he believes will prevent him from suffering the thing he fears most. This means that what the protagonist believes to be at stake – power in the case of the Warrior, for example – may be only the external stake: what the protagonist wants. The internal stake, what the protagonist needs, will be the denied, complimentary stake embodied by the denied self.


  The Warrior fears losing control of his own life, being weak and exploited by others, powerless. Power is at stake on an external level in the story. But he really fears allowing himself to be vulnerable and to seek love. The Carer fears losing, or never finding, a loving relationship. Love is at stake on an external level in the story. But the Carer really fears having to discover their own identity and take responsibility for their own life, i.e. they fear taking power. The Thinker fears losing control, losing his feeling of safety, and being plunged into conflict. What is at stake for him, on an external level, is a descent into chaos and madness. But what he really fears is engaging in life physically and emotionally, and taking responsibility for his own power and love.


  What a character fears is a repeat of the ‘traumatic experience’ or situation that caused their original psychic wounding. His coping mechanism, the behaviour dictated by his false self, is designed to ensure that he never has to face such an experience again. A ‘greatest fear’ can also develop later in life as a result of traumatic experiences, even if the character did not develop a ‘basic anxiety’ as a child; but the later trauma would be equivalent to one suffered by a child who did develop the anxiety.


  It is helpful to understand the nature of the experiences that cause children to develop a basic anxiety, because even though such early childhood experiences will rarely be described in a screenplay or novel, the trauma in the character’s backstory, and the one he will face at the climax of the story, will be a variation on one of these traumatic childhood experiences. Each of the six archetypes will have suffered a particular kind of wounding experience, and it is this that caused them to develop their greatest fear and their defensive behaviours. These wounding experiences are universal human experiences, so everyone will recognise them and empathise with a character whose actions are motivated by fear of such traumas. And being so basic, these fears provide a simple way of assessing the conflict at any point in the story: How does this situation threaten the character’s physical or emotional safety, their power or their security? The threat does not have to be real, but we must see that the character believes or senses that there is such a threat. It is the perceived threat that triggers the character’s defensive behaviours.


  What each of the types really fears is their own denied self, their opposite or ‘other’ half. Having to face and integrate this denied self, and abandon the false self, makes up the ‘inner stakes’ of the story.


  Crisis


  The crisis that comes just before the climax of a story is a crisis for this particular character because it forces the protagonist to face the two things he fears most –


  



  (a) he must admit that his false self is just that, and that his behaviour, his coping strategy, has been both self-defeating – stopping him from getting what he really needed – and harmful to others; and


  (b) he must admit that there are aspects of himself that he despises or fears, that he has previously denied, but that must be integrated so that he can become a whole human being.


  In order to face these two things, the protagonist must experience a situation that recreates his original traumatic wounding experience. Little wonder that this point in the story is referred to as the protagonist’s darkest hour. And the irony is, of course, that it is the protagonist’s own behaviour, dictated by his false self, that brings this crisis situation into being. We’ll look at this in more detail for each of the character types later, but here is a brief summary of the three main types:


  



  The Warrior must face his need for love and/or compassion, otherwise he will be overwhelmed by his desire – his want – for power. The Warrior fears loss of power or being exploited by others. He believes that emotion is weakness and that if he allows himself to feel emotion, others will take advantage of this and use it against him. The contradiction is that by being ruthless, the Warrior turns other people against him, and ultimately defeats himself.


  



  The Carer must accept her need for power/assertiveness, otherwise she has no self to give to others in a loving relationship. The Carer fears abandonment and loss of love; fears that if she asserts his own needs, she will be seen as selfish, and that those she cares about will leave her. The contradiction is that by behaving like a ‘martyr’ and sacrificing her own needs, the Carer risks upsetting others and driving them away.


  



  The Thinker must accept the need for power and love, give up thought and allow himself to feel, to experience the external world, otherwise he risks madness by becoming lost in his inner world. The Thinker’s greatest fear is ‘letting go’ and allowing himself to feel physical power and emotion: he fears that this will cause madness. The contradiction is that by repressing feelings, denying part of reality, the Thinker risks losing touch and becoming mad.


  



  Pairing characters with different strengths and different needs is what makes for a dramatic cast of characters, with conflict already built in. Dramatic stories need contrast between the characters. And friction.


  We will look at each of the six archetypes in full in later chapters, but before we can do that we need to have a better understanding of the character development arc – and to get that we need to know how a story’s theme weaves together plot and character, and how a character’s motivations influence their actions.



  4 | Themes & Values


  What is a Theme?


  A story of novel or screenplay length may have a number of themes within it, it will have only one ‘thematic argument’. Thematic argument is sometimes referred to as a story’s premise or moral premise. Lajos Egri, in The Art of Dramatic Writing!, uses the term premise, and gives the example of Othello having the premise: Jealousy destroys itself and the object of its love. He says that a good premise has three essential parts. The first part is character, in the case of Othello, the premise suggests a jealous person; the second part is usually in the form of a phrase like ‘leads to,’ suggesting change and/or conflict – in the example, we have the suggestion of conflict between love and jealousy; and the third part suggests the conclusion of the play: in Othello, the destruction of self and the person loved. “A good premise,” Egri says, “is a thumbnail synopsis of your play.”


  Robert McKee uses the term ‘controlling idea’ in his book Story, that he defines as a story’s ‘ultimate meaning’ as demonstrated through the action and emotion of the climax. McKee argues that a story doesn’t just present an idea, it makes the audience believe by proving an idea.


  Egri made much the same point. A statement such as Egotism can lead to loss of friends contains all that is required for a well-constructed premise, namely a suggestion of character, conflict and resolution, but it is simply a flat statement. “What is missing?” Egri asks, “The author’s conviction is missing. Only when he champions one side of the issue does the premise spring to life? Does egotism lead to loss of friends? Which side will you take? We, the readers or spectators of your play, do not necessarily agree with your conviction. Through your play you must therefore prove the validity of your contention.”


  I am going to use the word theme, as in the theme of the story, to mean the thematic argument – the point that the story proves.


  Theme is not the same as a moral, as found in a fable, which is something that aims to teach a more direct lesson, giving advice on how we ought to behave. Nor is it the same as a message, which is more of a political statement or a point the author wishes to make on a specific issue, such as ‘Capitalism is good for our country,’ or ‘Pollution is bad.’ Theme is a more general – or rather, a ‘universal’ – statement about human existence. And although the theme is revealed through the characters of the story, particularly in the transformational arc of the main character, the universality of the theme means that readers can see its relevance to their own lives.


  The Moral Argument – Virtue versus Vice


  The two sides of the ‘story argument’ represent two behaviours, a virtue and a contrary sin or vice, with a universal human value at stake. The negative side, or vice, relates to the antagonist (the protagonist’s shadow-self) and to the protagonist’s false self, that causes him to make ‘immoral’ choices and to engage in ‘immoral’ behaviour. The positive side, or virtue, relates to the protagonist’s denied self and to the co-protagonist who helps him rediscover it.


  For example, a story argument between justice and injustice would see the co-protagonist trying to encourage the protagonist’s denied self to demonstrate itself in virtuous behaviour that exemplifies justice. While the protagonist’s false self would cause him to demonstrate behaviour that was unjust. And the antagonist’s behaviour would also demonstrate injustice. The story will swing between virtue and vice, positive and negative sides of the argument until a final decisive battle between the two at the climax of the story determines the final outcome.


  In Othello jealousy is up against trust – in terms of Othello’s relationships with his wife Desdemona and his enemy Iago – and, the story being a tragedy, jealousy wins out and love and trust are destroyed.


  Thematic Argument – The Emotional Element


  Writing in The Techniques of the Novel, Thomas H. Uzzell said: “If you tell a reader no more than he already knows, he won’t feel moved ... If, however, you show him evil he hasn’t seen but recognises to be true when he reads it, and if you dramatise it in your plot, you will rouse him to accept your theme.”


  Staying with our example of Othello, the emotion at the heart of the story is jealousy, but – as Egri points out – a theme must consist of more than a single emotion: “No emotion ever made, or will make, a good play if we do not know what kind of forces set emotion going.” The emotion needs to exist in some kind of context in order to state the argument the story will prove. In Othello, the argument is that jealousy destroys both self and the object of one’s love. Shakespeare makes the audience feel the truth of this argument when we see the actions Othello takes as a result of his all-consuming jealousy.


  Does a Story Need a Theme?


  Yes. If the story doesn’t prove anything, then it isn’t about anything. This is the problem with those action-adventure movies I mentioned earlier: theme, as revealed through character transformation, was missing from those stories. They weren’t really about anything. They had no argument to prove.


  A final thought to bear in mind is that a theme does not need to be original: themes are universal truths about the human condition, and as such, there is almost certainly no such thing as an original theme.


  Can a Story Have More Than One Theme?


  No. Or rather, a story can prove only one thematic argument. Most long-form stories will have several different themes: in Othello, you can find themes such as betrayal, racial prejudice, and power versus love, all simmering away under the main thematic argument. This is one of the things that makes it such a rich play, allowing for different interpretations.


  Some people argue that the different subplots in a longer work can each have their own, unique thematic argument. This may be true, but I think you risk confusing your audience and lessening the impact of your main thematic argument. It is much safer to use a ‘variations on a theme’ approach, where each subplot, each relationship, and each scene reflect a single thematic argument. In Othello virtually every character in the play is affected in some way by jealousy: their differing responses to it provide contrast and depth.


  How Do You Find Your Story’s Theme?


  Robert McKee says in Story that the controlling idea – or theme – consists of two components: value and cause. That is, whether the virtue or vice ‘wins’ at the climax of the story, and what action brought about this outcome.


  In order to discover the theme, McKee suggests looking at the ending of the story and asking what human value, positive or negative, is ‘brought into the world’ by the protagonist, and then tracking back to see what caused this value to be brought out.


  In Othello the value at stake for the title character is love: at the beginning of the story he is deeply in love with Desdemona, but by the end of the story he has destroyed this love. The cause of this destruction was jealousy. Jealousy in this story is related to the dark side of power: Iago is Othello’s selfish shadow-self, and the battle between Iago and Othello is a battle between love and power. As the story-argument progresses, first love and then power have the upper hand. Each side is equally strong. Implicit in the story argument is the counter-argument. Othello and Desdemona believe that their love can survive whatever obstacles they face; whereas Iago believes that power, in the form of jealousy, can destroy love. And Othello being a tragedy, it is this latter argument that we concentrate on.


  Ultimately the value at the end of the story will be the opposite to that at the beginning, i.e. if the value was positive at the beginning, it will be negative at the end, or vice versa. Positive and negative vie for dominance throughout the story until the crisis at the climax of the story, which brings about the final battle, where one side is victorious. At the beginning of Othello, love exists between Othello and Desdemona, but at the end of the story not only has the love been lost, but Othello has destroyed himself and the person he loved.


  McKee describes taking the value beyond the negative to the ‘negation of the negation,’ or to some form of ironic extreme or inversion: Othello doesn’t lose his love to another man, or come to be out of love with Desdemona, instead he destroys her because of his love for her – he is driven to destroy the thing he loves most in life. He has not only lost his love, which would have put him in the opposite or contradictory position to that at the start of the story, but he himself has destroyed her, taking his negative position to a whole new level. McKee writes that a value can move from a positive to an extreme negative position, passing through a contrary position, a contradictory value, to end up at the ‘negation of the negation.’


  It is these stages of a value, from the positive through to the extreme negative position, which is one of the things that makes it possible for an author to increase the stakes throughout a story. We’ll return to this idea when we look at the contradictions inherent in the behaviours of different types of characters; contradictions that ultimately make their behaviours self-defeating.


  McKee uses the concept of a ‘story value’ as the thing that is at stake, a value such as love or freedom or honesty. These are universal human values. As values are such an integral part of the thematic argument, we need to have a better understanding of how values are formed, and how they can create both internal and external conflict for an individual.


  Values – Social Values, Personal Values, and Story Value


  A value is a belief held by an individual or a group that something is right or good. Values are subjective and dependent on social context or circumstances. Values can be moral or ethical, ideological (political or religious), social or aesthetic (beauty or art). An individual’s personal values evolve as a result of their experiences, and so can change over time. But values developed or learned early in life may be resistant to change. These may be derived from the values of the family group, community or culture, religion, or political party. Personal values guide the choices that a person makes; decisions are made based on values held, which in turn determine what actions a person will take. Integrity is the quality a person has if they consistently behave in accordance with their personal values, regardless of external circumstances.


  An individual may belong to more than one social group – a family, a workplace, a sports team, a voluntary organisation, a religion – or have more than one role in life – son, father, husband, co-worker, manager, team captain, treasurer, worshipper. As values are dependent on a social context, the different groups may have different values and may value different behaviours, some of which may be in conflict with the individual’s own personal values. A significant cause of stress in a person’s life is the conflict between personal values and workplace values. An obvious example from the movies is Wall Street where Charlie Sheen’s internal conflict is between capitalism (power), personified by Gordon Gekko (Michael Douglas), and family (love), as represented by his father, Martin Sheen. Another example is where adolescents have to reconcile the value system of their peers with that of their parents. All forms of conflict between value systems are potential material for the creator of stories and can provide depth for characters.


  The conflict between the false self and the true self, and the sets of values each represents, is usually symbolised within the story by a single value, what Robert McKee calls the story value. This value is what links the protagonist’s inner conflict between false self and real self, with the external conflict between hero and villain; what links character and plot. In other words, this value is a key component of the story’s theme.


  Early in the story – until the midpoint, and perhaps right up until the end of Act II – the protagonist behaves, for the most part, according to the negative side of the argument, the vice. His actions are ‘immoral.’ This behaviour is the result of a moral weakness, his character flaw or lack: he needs to recognise that his behaviour is harming others and change the way he acts. That is, he needs to abandon the safety strategy of his false self and embrace his true self.


  A person’s values, their personal code of ethics or most deeply held beliefs are tested and ultimately revealed when that character is under pressure or engaged in intense conflict. It is at this point we discover if a person acts in accordance with what he claims are his principles, or whether he discards them when it suits him.


  Richard Michaels Stefanik, in The Megahit Movies, says that the hero and villain are people who have different value systems and go after the same objective. He points out that conflict is also created when a character’s code of behaviour becomes an obstacle to his efforts to achieve his objective: the character must choose between changing the direction of his behaviour or abandoning his values.


  Values and the Protagonist’s Dilemma


  The main character will be faced by a series of choices during the course of the story, and the audience will know whether he is acting according to virtue or vice, the positive or negative side of the story argument, by the decisions he makes and his reasoning – motivation – for making the choice. At the climax of the story, he will face his biggest choice, a real dilemma. The various attempts he has made to resolve his problem during the course of the story will have made him aware of the positive and negative sides of the story value, and of the consequences of his behaviour when he acts according to both the virtue and the vice. Neither his shadow self nor his denied self have provided him with the solution, but now he must make a choice between one or the other, or so it seems. Which should he choose? He must make this moral decision at the climax of the story, at which point he proves the theme, that is, the author’s argument.


  The nature of his choice and the decision he ultimately makes and acts upon will determine the ending of the story – see below for the various options available to the writer. In our model, neither the virtue nor the vice is the complete answer, neither in themselves is ‘right.’ The important factor in the protagonist’s character development arc is that he has the capacity for both virtue and vice; shadow self and denied self are both parts of his whole true self and one cannot exist without the other, so he must learn to live with that knowledge.


  In terms of the character development arc, the theme can be phrased in terms of You can only achieve X by sacrificing Y, where X is a quality of the denied self, a quality which the protagonist needs to integrate into himself; and Y is a quality of his false self or the shadow self; a behaviour caused by his flaw that needs to recognise and overcome.


  In the case of a tragedy the theme can be stated in negative terms: If you do not overcome Y, you will lose X. In the case of Othello, the protagonist cannot overcome his flaw, jealousy, and so loses the thing most important to him, his love Desdemona. The villain, Iago, is also motivated by jealousy: he is jealous of Othello’s achievements – his success and status – and so sets out to destroy him. By giving in to his own jealousy, Iago loses everything that he himself has achieved. In a story, each of the major characters – including the co-protagonist – deals with the same moral problem, but in a different way. Minor characters too may enact smaller dramas centring on the same theme.


  Theme can also be expressed in terms of demonstrating a virtue or vice, e.g.: This is what courage is... (this action demonstrated in the face of this danger); This is what loyalty is... Or, This is the consequence of betrayal... (or self-deception, or greed, or misplaced loyalty...)


  Discovering Personal Values


  An individual’s personal values and life purpose are unique to them and must be gained through a process of self-discovery. We may share particular values with any number of people, but we have to come to feel these values for ourselves: we cannot accept another person’s values. One of the difficulties in recognising our personal values is that we have to separate out what we genuinely feel and believe, from what we think we ought to feel and believe.


  When seeking the ‘meaning’ of their lives, many people ask the wrong question. They feel that their life is unfulfilling, and want to know ‘How can I get more out of life?’ But to tell someone that they’ll only get out of life what they’re prepared to put in is neither helpful nor completely accurate. Much more helpful is for them to rephrase their question to ‘How can I give more of what I enjoy in life?’ This is based on sound psychological evidence: people enjoy doing what they feel they are good at, and giving something that they are able to give makes people feel happier than receiving something or having something.


  If you engage in activities, either in work or leisure time, in which you become totally absorbed and during which you lose track of time, chances are those are the things you enjoy doing and feel that you are good at doing. They may also be the things that others compliment you on. They are probably activities which are in tune with your personal values. And they are almost certainly activities you should spend more of your time doing. The idea of losing yourself in an activity, whether it’s a physical task, a mental puzzle, a sporting activity or whatever is known as being ‘in the flow.’ Mihály Csíkszentmihályi wrote about it in his book Flow: The Psychology of Optimal Experience.


  As well as regular activities in which you enter ‘the flow,’ it is worth considering one-off achievements or actions of which you feel most proud. This might be an academic achievement, the creation of a functional or artistic object, fixing up an old car, rescuing an injured or distressed animal, teaching someone to read, learning to speak a language or anything else which gave you the feeling of having achieved something worthwhile. Again, this thing was probably in tune with your personal values.


  A third area for exploration is the achievements of those people whom you greatly admire. That is, again, those people whom you personally admire, rather than those people who you feel you should admire. Gandhi, Mother Theresa and Martin Luther King, Jr. are all easy to add to your list, but could you describe individual acts which these people performed which you admire? Personally, I feel Rosa Parks refusal to give up her seat to a white person much more strongly than I feel King’s ‘I Have a Dream’ speech.


  The people we genuinely admire are those who have achieved something specific which is in tune with our own personal values. It is probably not easy for you to make a list of such people, but it is worth making a mental note the next time you see something – in life or in a news story or even in a film or novel – which makes you feel admiration for a person.


  One final area to consider is what things most regularly and most deeply upset you. Whatever makes us cry or makes us angry is likely to be something we feel deeply, and if we can examine why they upset us, we can probably discover one of our most important values.


  Why am I talking about your values? Shouldn’t I be talking about the values of the protagonist? If you are going to create and portray a character, you need to have a good understanding of their personal values, and the only way you can do that is to find out where the character’s values are the same as yours and where they are different. Unless you do this, how will the character contain any truth?


  Beginning with Theme. Or not


  Do writers need to know their theme before they begin writing? Advice to playwrights during the first half of the twentieth-century tended to suggest that the writer begin with a premise or theme, as this was the thematic argument that the play was going to prove. Lajos Egri’s first chapter is ‘Premise.’ Advice to novelists and screenwriters during the latter half of the twentieth-century tended to suggest that theme was something that grew or evolved during the creation of plot and character development, rather than being something that is consciously sought or, worse, grafted onto a story.


  I believe that a writer must know his theme at some point before the writing of the final draft, in order to be able to test whether every part of the story contributes towards the development of his ‘thematic argument,’ and to test whether his ending proves the argument. But I think it is usually best to ignore theme – but not character development – whilst developing a story, and even (probably) while writing the first draft. Focus first on the external goals and motives of the primary characters, and the resulting conflicts, and then begin exploring internal goals, motives, and conflicts. Samson Raphaelson, in The Human Nature of Playwriting, says that if you begin with theme, there is a risk that you’ll write about something which you think you ought to believe, whereas if you begin writing about characters you have created, what you think will ‘creep out.’


  After you have completed your detailed outline or first draft, the theme of the story should exist in a raw state, ready for you to develop and polish so that it may be revealed more effectively to the reader.


  Subtext and Developing Theme


  Philip Gerard, in his book Writing a Book That Makes a Difference, advises writers never to write a love scene that is just about love, or a violent scene that is just about violence: there should always be a subtext to the visible action. He also says that if there is a subtext to your sex scene or your violence, it cannot be accused of being ‘gratuitous.’ Where screenplays often risk presenting surface action with little by way of subtext, Gerard warns that novelists risk having the opposite problem, and says that before you can’t have a meaningful subtext unless you also have a ‘compelling text.’


  It has been said that the relationship between action and theme – text and subtext – is that action is what the story is about, and theme is what the story is really about. If a scene is really about what it appears to be about, then the scene isn’t dramatic.


  Theme is developed by creating varying perspectives on the issue which is central to the story. The author tries to prove, through a ‘thematic argument’ or ‘moral argument,’ that his chosen perspective on the issue is the most appropriate one. The argument will present both sides of the conflict, allowing the audience to review the ‘evidence’ and come to their own conclusion. Theme is explored in terms of a character (or characters) faced with a problem. The various characters in a story, and the relationships between these characters, enable the author to present different perspectives on the same theme.


  Theme and Story Ending


  The ending of the story answers two questions: Does the protagonist achieve his external goal? and Does the protagonist fulfil his inner need by overcoming his flaw? This means that there are four possible types of ending: the happy ending, the tragic ending, and two ironic endings, the redemptive and the punitive.


  



  (i) The happy ending occurs when the protagonist achieves both his external goal and fulfils his inner need by overcoming his character flaw.


  (ii) The tragic ending occurs when the protagonist fails to achieve both his external goal and his inner need.


  (iii) The punitive ending, personal tragedy, Pyrrhic victory, or negative irony, occurs when the protagonist achieves his external goal but fails to meet his inner need; i.e. achieving his objective does not bring him the happiness he hoped it would.


  (iv) The redemptive ending, personal triumph or positive irony, occurs when the protagonist fails to achieve his external goal but gains something even more valuable by succeeding in overcoming his inner flaw. An example of such a story is Rain Man, where the Tom Cruise character, Charlie Babbitt fails to gain the inheritance money, but through his relationship with his brother Raymond (Dustin Hoffman) gains a family and overcomes his own selfishness.


  



  Which of these four types of ending is most appropriate for your story will depend on the thematic argument you are trying to prove and the characters you use to prove it.


  Conventional wisdom has it that downbeat or unhappy endings are not popular, particularly with film audiences, but Howard Suber in The Power of Film lists over 50 successful movies which don’t have a happy ending, ranging from Annie Hall and Butch Cassidy and the Sundance Kid through to Vertigo and Westside Story. What a story needs is a satisfactory ending, which usually means that justice is seen to be done.


  Proving Your Thematic Argument


  A thematic argument such as ‘War makes even good people act brutally’ tells us what our story is going to prove, but how do you go about proving it? We know what the two sides of the story will be: we will see a good person trying to behave humanely despite what is happening around them, and we will see this person’s circumstances making it more and more difficult for them to maintain their moral position. The two sides will not be compared directly, the audience will not be asked to judge between good and bad because there would be no contest. Instead, they will see the evidence growing on each side, and at the end will make their own conclusion. It is the writer’s job to ensure that the audience comes to the right conclusion.


  In our example story, we would show how wartime experiences can bring out the best in people, perhaps seeing how people sacrifice themselves for their comrades; and we would contrast this with scenes showing how war makes people behave in inhumane ways. And to prove our argument, we would show our good person gradually reduced by circumstance from martyr to brute. To prove our argument, we’d have to show early on how good this person really was, and the sequence of terrible experiences would need to be such that we could believe they would corrupt such a person.


  A thematic argument does not deal with absolute values, black versus white, but is always relative to particular circumstances; it is not just what a person does which is judged, but also their motivations: why did they do it. A strong story does not come from a character having to make a choice between good and bad, it comes from a character facing a dilemma and having to choose the lesser of two evils, or having to choose the greater of two goods. You have to show the negative aspects and the positive aspects of both sides of the argument. And you have to make the audience judge the outcome on a combination of gut feeling and emotion, not on a rational consideration of objective facts. The audience has to feel that your opinion is the right one.


  ‘Universal’ Human Values


  I said earlier that a ‘story value’ was a universal human value, but is there such a thing? After all, I also said that values were subjective and influenced by local culture. While researching this book, I gathered lists of values from different faiths and different countries, and from books and articles about values, and from online projects. I also looked at the wording of constitutions and human rights legislation. I cross-matched the lists to see if I could come up with a ‘universal’ list.


  One argument is that there is only one value we need to know, and it is referred to as the Golden Rule: Treat other people as you would like them to treat you. This is a great place to start and something we should all strive to do. If I was going to go for a basic list, I’d probably go with:


  



  1. Treat yourself with respect;


  2. Treat others with respect;


  3. Treat the world with respect.


  



  Appendix 3 contains a list of twenty or so values that you might find useful as a starting point for your own explorations of theme. The lists is a sort of ‘best of’ list that I put together by comparing lists of values from various cultures. Any of them could be the value at stake in a story.


  5 | Motivation


  Motivation is the why in a story. Why does the character do what he does? Actions in stories are goal-oriented, and so our question becomes: Why does an individual choose and engage in one goal-oriented activity rather than another?


  Summarising the relationship between motivation and other aspects of character:


  
    	Motivation comes from what a character wants and/or needs.

  


  
    	Goals are external, concrete and visible objectives that symbolise the want or need.

  


  
    	Emotions are how the character responds when he gets closer to – or further from – a chosen goal.

  


  
    	Personality influences motivation – what a character wants and what they need, and whether there is a mismatch between want and need. It also influences the choice of goal – and whether that goal will really enable the character to fulfil their need and/or want. And it influences the kind of emotions that a character feels when their actions do or do not move them closer to their goal.

  


  
    	Attitude also influences motivation, goals, and emotions – and it affects the way a character approaches a challenge. What actions do they choose to take?

  


  Motivation arises from a combination of circumstances and personality; from external stimuli and how an individual responds to them. The same events can provoke different responses from different people – but those responses will usually be within what might be considered a ‘normal’ range. If an individual’s response is outside this range – if it is much more intense or much less intense than normal – then this is usually an indication of some kind of psychological problem.


  Some circumstances demand a response – those where survival is at risk, for example. Other situations require a response but are not life-threatening and the response can be delayed. Some situations are such that a response is optional – even if not responding may result in consequences. Though technically, ‘no response’ is itself a response of sorts. There is also an element of personality involved in how an individual responds to these three levels of situation – critical, important, and non-vital.


  We will explore how different personality traits influence decision-making and behaviour in later chapters.


  A complete overview of theories relating to motivation can be found in Motivation and Action (2018) edited by Jutta Heckhausen & Heinz Heckhausen. I have space here to cover only some of the main ideas relevant to the creation of fictional characters.


  



  Expectancy & Incentive. Incentive theories of motivation assume that individuals strive to achieve goals in the anticipation of receiving some form of benefit. It also suggests that goals are chosen according to the highest possible level of benefit expected while taking into account the perceived likelihood of attaining the goal.


  



  Achievement. Achievement was first identified as a need by Henry A. Murray, who described it as: “To accomplish something difficult. To master, manipulate or organize physical objects, human beings, or ideas. To do this as rapidly and as independently as possible. To overcome obstacles and attain a high standard. To excel one’s self. To rival and surpass others. To increase self-regard by the successful exercise of talent.” (Explorations in Personality, Oxford University Press, 1938). Achievement is usually judged by the individual themselves against some ‘standard of excellence’ so that an individual’s competence can be judged.


  



  Social Bonding. Human infants must have a close bond with their mothers in order to survive and relationships remain vital throughout our lives both in terms of individual survival and reproduction of the species, and psychological well-being. We are essentially social creatures and so are motivated to fit in (to be accepted) by conforming to social norms and to contribute to the best interests of the group (relatedness).


  



  Power. Holger Busch (in Heckhausen & Heckhausen) writes that the “...power motive is the desire to exert influence on others.” And: “The central incentive of the power motive is the experience of strength and social impact.” When viewed in a social context, power is often related to coercing or oppressing others – though whether an individual misuses a position of authority depends greatly on their personality traits. “If you want to test a man’s character, give him power,” Abraham Lincoln said. But power also has a positive side in terms of asserting one’s own rights and demonstrating self-confidence – ‘personal power’ as opposed to social power. Individuals who seem unusually determined to gain power over others are often lacking in self-confidence and fear influence or oppression by others. The desire for power is probably linked to the contest for a higher position in the social hierarchy that is a part of many animals’ survival instinct: power means better access to food resources and mates for reproduction.


  



  Bio-psychological Aspects. These relate to the influence of human emotions on motivation and the choice of goals. I cover this more fully in the chapter on emotions.


  Goals. Committing to a goal is a decisive step that marks a transition from wish to action. A goal enables us to focus our efforts on a specific outcome. Having chosen a goal, we direct our attention on the information that is necessary to achieve it, discovering and remembering things we need to know or anticipate needing. We ignore or remove from our environment anything that might distract us from our goal. And we try to ensure that we are in a positive emotional state that improves our chances of success. Developing a 'winner's mindset' is a key strategy in sports psychology, for example. Then we seek to keep ourselves motivated by imagining (a) what success looks and feels like, and (b) the positive consequences of achieving our goal.


  Different Types of Motivation


  There are basically four types of motivation:


  
    	Biological needs and drives

  


  
    	Extrinsic rewards – payment and punishment

  


  
    	Intrinsic rewards – tasks we enjoy for their own sake

  


  
    	Psychological needs – arising from our greatest fear

  


  All of these are accounted for by Abraham Maslow’s hierarchy of needs and the pyramid diagram I referenced previously. Psychological needs and intrinsic rewards belong in the top two levels of the diagram – they are ‘higher level’ needs than the others.
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  In creating characters, as I said at the beginning, we are concerned chiefly with human psychology – but this is influenced by the other kinds of needs, so I will cover them all briefly here.


  Biological Needs and Drives


  This is the most primitive – or ‘primal’ or ‘animalistic’ – level of motivation and it involves meeting our most basic survival needs – biological needs like thirst and hunger and the survival instinct that urges reproduction; along with safety and security which include a need for social acceptance.


  Extrinsic Rewards – Payment and Punishment


  Daniel H. Pink explored human motivation in his book Drive: The Surprising Truth About What Motivates Us (2009). Comparing systems of motivation to the operating systems of computers, he referred to our biological needs and drives as Motivation 1.0 and then the ‘carrot and stick’ or reward and punishment system as Motivation 2.0.


  Within a social group – or a workplace – rewards are designed to encourage us to engage in activities that the group regards and beneficial and punishments are used to discourage acts regarded as not being in the group’s best interests. Rewards have been used to encourage ‘good behaviour’ in work activities designed to maximise profit – the idea being that the more you pay someone, the harder they work and the more profit can be generated. Rewards and punishments are also used in education to encourage good behaviour from students.


  But Pink highlights that the ‘carrot and stick’ system has problems which he dubs the ‘Seven Deadly Flaws’:


  



  1. Extinguishes intrinsic motivation


  2. Diminishes performance


  3. Crushes creativity


  4. Crowds out good behaviour


  5. Encourages cheating, shortcuts, and unethical behaviour


  6. Become addictive


  7. Fosters short-term thinking


  



  Evidence shows that if you give someone a reward for doing a task, their interest level increases and so does their performance. But the effect is short-lived. And in the long-term performance may actually be reduced. Also, if you pay someone to do a task, they will expect payment for that task every time they do it – a one-off incentive doesn’t work. People become addicted to rewards – if they get one, they will expect more – and may come to expect them for other similar tasks.


  Another interesting fact is that rewards can actually devalue a task. We associate payment with work. And paid work is typically regarded to be a series of undesirable tasks – something we have to do to make a living. Payments, Pink says, may effectively “...transform an interesting task into a drudge. They can turn play into work.” If you pay someone to do something that they enjoy doing, their interest level and performance decreases in the longer term in the same way it does for tasks they do not enjoy. Rewards can kill creativity and enjoyment. This applies to work, education and charitable acts such as giving blood.


  Setting targets and attaching incentives to them – bonus payments or prizes or awards – can also have a negative impact. These promote performance levels – output or sales or however it is measured – over all else. Quality of service and integrity get side-lined and people start to cut corners or engage in other unethical behaviours because all they are focused on is the prize.


  The fact is that rewards only really work to encourage people to carry out undesirable and routine tasks – and can actually have a detrimental effect when used for challenging or creative tasks. More on this shortly.


  So much for the carrot – but what about the stick? Pink also shows how this can also fail to have the desired effect. If fines are introduced to try to curb a particular kind of behaviour, people who can afford to pay the fine may think it is worth the price. They come to regard it as paying for a service – buying a ‘Get Out of Jail Free’ card – and the undesirable behaviour may actually increase. Worse still, as ‘paying customers’ people may even think they now have a right to engage in the undesirable behaviour.


  Intrinsic Rewards


  Some tasks, he says – and research proves this in humans and some other mammals – are rewarding in their own right. We take pleasure in the act of performing them. We gain something from completing the challenge without the need for extrinsic reward or payment and with no reference to our psychological or biological needs. Some work actually feels like play. Daniel H. Pink refers to the system that is based on self-determination and intrinsic reward as Motivation 3.0.


  Pink makes the distinction between ‘algorithmic’ tasks, which can be broken down into a series of steps and simple choices, and ‘heuristic’ tasks which require lateral thinking and creativity. Algorithmic tasks are routine and unexciting – they’re the sort of jobs we give to computers and robots if we can. Heuristic tasks are the ones we find fascinating and which capture our attention.


  ‘Flow’ Theory


  The book Flow: The Psychology of Optimal Experience (1990) by psychologist Mihály Csíkszentmihályi popularised his theory that people are happiest when they in a state of ‘flow’. In an interview with John Geirland in the September 1996 issue of Wired magazine, Csíkszentmihályi described flow as “...being completely involved in an activity for its own sake. The ego falls away. Time flies. Every action, movement, and thought follows inevitably from the previous one, like playing jazz. Your whole being is involved, and you're using your skills to the utmost.” You’ve almost certainly experienced this yourself – becoming so engrossed in a task that you lose track of time and the activity doesn’t seem like work at all. We sometimes refer to it as being ‘in the zone.’ Any task that induces this flow state is intrinsically rewarding – doing the task is pleasurable.


  Different people reach a state of flow doing different types of task – for me it is writing fiction or engaging in other creative tasks. For someone else it might be stripping down an automobile engine or practising on a musical instrument. It is reached when there is a good match between a person’s skill and the difficulty of the task – it must be challenging, not too hard and not too easy. Tasks like this probably feel good because our body’s ‘reward system’ is encouraging us to engage in learning activities. I’ll talk more about this reward system in the Emotions chapter. It has also been suggested that these tasks fulfil key psychological needs.


  Self-Determination Theory


  Developed by Edward L. Deci and Richard M. Ryan, the self-determination theory says that people are by three psychological needs: competence, autonomy, and relatedness. You can read more about self-determination theory in Edward Deci’s book Why We Do What We Do: Understanding Self-Motivation (1995).


  Autonomy is the need to be self-directed, to make our own decisions, and to act freely. It doesn’t require that we be alone, only that we are in control of, and responsible for, our own actions rather than being directed by others.


  Competence relates to Csíkszentmihályi’s flow theory and involves being engaged in tasks that are appropriate for our skills and which provide a challenge that allows us to learn and improve. It is also a part of the ‘good life well-lived’ concept written about by Greek philosophers. It requires a commitment to long-term – even life-long – improvement rather than instant gratification or quick wins.


  Relatedness or ‘purpose’ refers to our need to feel that we are engaged in something meaningful. We want the things that we do to be useful to and appreciated by other people. We want to feel that we are using our skills to benefit our social group.


  All of the above are part of the self-actualisation need that Abraham Maslow put at the top of his hierarchy of needs. As motivations, these three things are sometimes referred to as needs for freedom, challenge, and purpose.


  Psychological Needs


  Much of this book relates to the way in which a character’s psychological needs influence their behaviour. In this section, I will introduce some of the basic ideas.


  Want versus Need


  What a character wants or desires is usually directly related to the external goal or objective that he chooses. The hero wants to get the girl, or climb the mountain, or rob the bank. This objective is symbolic – it is something that he believes will make him feel happy and fulfilled in his life. But the goal he chooses isn’t always the right goal.


  Going for the Wrong Goal


  ‘Going for the wrong goal’ is a phrase used by Hollywood screenwriters. What a character believes will make him happy isn’t always the right choice. To take an obvious example, many people think that wealth will make them happy – but wealth isn’t really the thing that is lacking in their lives. Once your basic needs are met, money has been shown to have a very limited impact on happiness.


  Why do people choose the wrong goal? It is usually because the goal was selected by their false self – it is an objective they feel they ‘should’ or ought to strive for as part of the act or façade they have created to show to the world. Or it is an objective they have selected in order to protect themselves from having to face the thing that they fear most. What a character really needs is to face the fear and deal with it, but what they want to do is avoid this. Want versus need is reflected in their choice of goal. The character – at least in the early stages of the story – is not aware that there is a mismatch between want and need and is not consciously aware of the fact that he is taking actions to avoid facing his or her fear. Want is usually a conscious choice, while need is subconscious – it is a lack or a yearning or a wound that they are only very dimly aware of and do not want to think about.


  Self-Sabotage


  Sometimes people do things that either set back their attempts to achieve a goal or bring about a complete failure. And to an outsider, it can look as if they deliberately sabotaged their own efforts. We might even recognise this in our own behaviour. Why do people do it? The choice to undermine ourselves is made subconsciously for one of two reasons. Either we feel that our planned actions will take is too close to a situation that will force us to face our greatest fear. Or we sense that our planned actions will not make us face our greatest fear. And sometimes we can feel both at the same time. This is the paradoxical nature of inner conflict – we don’t want to face our greatest fear, but we know that we need to. Self-sabotage occurs when the subconscious inner want or need ‘leaks out’ and conflicts with our external want.


  Want-Girl versus Need-Girl


  ‘Want-girl’ and ‘need-girl’ are also Hollywood screenwriter shorthand terms. In romantic comedies, the hero appears on screen with two people – a sexy and exciting woman he is physically attracted to but has little in common with, and a woman who has the same interests and sense of humour that he has. The audience knows that he ‘belongs’ with the second woman – this is the person he needs to be with to find happiness and fulfilment in a romantic relationship. But the hero doesn’t see this – he is distracted by the external façade of the sexy-exciting woman and wants to be with her. The story then follows his journey as he discovers what he needs in life as opposed to what he thinks he wants.


  The Changing of the Goal


  If a character is ‘going for the wrong goal’ during some part of the story, the moment when he or she realises that it is the wrong goal is an important turning point in the plot. The character may then change their goal and seek to achieve the ‘right’ goal during the remainder of the story – with perhaps an occasional relapse into old goal pursuit. Or a character may continue to seek the same external objective – but now their motivation for achieving it has changed; the goal symbolises something new and more satisfying to them.


  This change – to new goal or new motivation – also marks an important increase in what is at stake for the hero. They are no longer acting to protect a false self, they have made themselves vulnerable by revealing some part of their real self and their real need.


  The Importance of Motivation in Stories


  Motivation is what kicks off the action of the story – as a result of the inciting incident or ‘call to adventure’ or challenge that the hero receives in Act I, he makes a decision to try and bring about some sort of change, and to achieve this he chooses a goal. The forward motion of the story is then determined by his attempts to achieve that goal – advances and setbacks; actions and consequences; stimuli and responses; decisions and actions. Goal or motivation might change as the story progresses, but there will always be a ‘why’ behind the action. If there isn’t, your story is in trouble as it will consist of action without meaning.


  Robert McKee talks about motivation in relation to melodrama. A scene is not melodramatic because a writer has overdone the action or the emotion, but because there is inadequate motivation. The effectiveness of a story event depends on the causes that preceded it. Why something happens is just as important as the action itself.


  Richard Michaels Stefanik says that one of the ways in which an audience becomes emotionally involved with a character is by understanding their motivation. If they understand why a character is pursuing a goal, and accept this as a reasonable motive, the character’s actions are regarded as believable and the audience will root for their success.


  Interestingly, the audience does not have to approve of a character’s goal and/or motivation to become emotionally involved in their plight – we only need to understand it. Think of that oft-seen suspense situation where someone has broken into a room and is rifling through the owner’s things – even if the character is a ‘bad guy’ we can still worry that he will be caught in the act. Tragedies and stories about anti-heroes often rely on this sort of audience identification. With anti-heroes, a ‘good’ motive can also compensate for a character’s ‘bad’ traits.


  Maren Elwood wrote that, “Often the motive behind the act is more significant as a means of characterising a fictional character than the act itself.” And that, “Mixed motives are even worse than mixed metaphors, because they confuse the reader as to the true character of your actor.” As an interesting aside, Elwood also said, “By withholding the motives behind the act that characterises in a certain way, the writer employs a valuable device by which to build surprise. Many a short story can attribute its surprise ending to the application of this principle.” This can be applied to a character in a scene just as easily as to one in a short story.


  The Importance of Goals in Stories


  I mentioned previously that one of the appeals of stories – films, plays, novels, or whatever – is that they show a character who is trying to achieve an objective. Someone wants to achieve something. A story about a person with a purpose has much stronger appeal than a one about a character who seems aimless. We like to see someone with a commitment to achieve a goal. And in movies especially, that objective has to be visible and concrete – a romantic relationship, an object, a destination. The audience has to be able to see when success has – or has not – been achieved and, ideally, see positive versus negative progress towards the objective along the way.


  Motive is a private, internal reason for, or rationalisation of, behaviour. Purpose is external and goal-oriented and involves a character taking action.


  Strategies, Plans and Sub-goals


  Having selected a goal, a character must devise a strategy for achieving it. Heroes and villains both make plans for achieving their objectives. I will come back to this in chapter six under ‘The Secret of Success.’


  The achievement of a goal will usually involve a series of steps or stages and these may include smaller objectives or sub-goals – recruiting a team, for example, or obtaining a vehicle. Every scene in a story will have a character – not necessarily a main character – who has a goal they want to achieve by the end of the scene. And every other character in the scene will have a goal of their own – and some of them will cause conflict or present obstacles for the scene-protagonist.


  Progress through a series of sub-goals or scene goals is what gives a story its forward movement and pace, rather than the tempo of dialogue or action. Complications and plot twists occur when an attempt to achieve a sub-goal does not turn out as expected – either because the character fails to achieve the objective or because achieving it has consequences that were not predicted. This is one of the ways we can surprise our reader or audience and keep their attention.


  Dwight V. Swain reminds us that having given our hero a goal – or a sub-goal as part of his strategy for reaching his main story objective – and a motive for achieving it, we must also make sure that he doesn’t give up on it. Sometimes we need to re-establish his motivation or provide a new form of motivation. Sometimes the situation – the plot – provides this. The hero is on a runaway train and has to take action or he will die when it collides with something on the line just ahead. Or the motivation might be internal – pride, shame or guilt, duty or loyalty, or fear of what failure would mean.


  How Do You Motivate a Character?


  “How do you motivate a character?” Dwight V. Swain asks. “You devise something that he or she must change in order to win happiness.” Motivation is a desire for change that is so strong that it forces a character to do something about it – to choose a goal and take action to achieve it. Swain tells us that a character with a compulsive desire to make a change is a sound basis for a story. Obviously, happiness is symbolised by different goals for different people.


  Swain says that when thinking about a character’s motivation, we should concentrate on “...the things we humans strive for: possession of (an object, a person, a status, a state of mind or being), relief from (fear, oppression, humiliation, loss), or revenge for (a slight, a loss, a betrayal), plus all the multitudes of variations and permutations of which you can conceive.” We can think about these things in terms of survival, security or self-protection; love – romance, friendship, brotherhood; honour or duty; personal growth or self-knowledge; freedom; justice; wealth or greed.


  Stefanik writes that in many popular films, the hero’s primary objective is an attempt to either return home or to protect their home from destruction. ‘Home’ is any place where the character feels safe and is surrounded by people he or she cares about and who care about them in return. ‘Home’ is a concept that any audience can identify with and see the value of.


  The Wants, Needs and Greatest Fears of the Character Archetypes


  When we come to explore the six character personality archetypes in detail, we’ll see that each of them has a unique ‘greatest fear’ – it is part of what makes them who they are. This fear is what each of them needs to face – and wants to avoid facing. It also means that each of the archetypes makes an ideal protagonist for a specific kind of story – a story that requires a hero to face a particular kind of danger/fear.


  Character Archetypes, Virtues and Vices, and Themes


  The nature of a character’s greatest fear directly influences their behaviour. They perform actions designed to protect them from having to face this fear. The fear is so strong that it may cause them to take actions that are actually harmful – directly or indirectly – to themselves or others. We refer to these harmful behaviours as being ‘immoral’ or as ‘vices.’ They are in direct opposition to behaviours that are good for ourselves and/or others, which we call ‘moral’ or ‘virtuous.’ The different fears that the archetypes try to protect themselves from result in different behaviours that allow stories to explore different themes, where a theme is in the form of an ‘argument’ or battle between virtue and vice. Most stories tell us that virtuous behaviour leads to happiness and fulfilment and that ‘sin’ leads to unhappiness and failure. Different character archetypes are suitable for exploring different themes.


  Motives often relate to primitive physical and emotional drives. Values are more cognitive and relate to social living.


  Show Don’t Tell


  Linda Seger tells us that a character’s motivation needs to be shown and not explained. We should learn what their motivation is as a result of the action of the story, not through revelation of their backstory or through exposition of any other kind. We should see it in the events that lead up to the catalyst or initiating action or ‘call to adventure’ in Act I. Motivation can be reinforced or repeated in dialogue or later images, but we should see it in the action first. What this catalyst or call to adventure does is set off a chain-reaction – a series of events or a journey – that will lead the hero to a point where he must face his or her greatest fear. The reader or audience won’t know this and the character certainly won’t – they’d never accept the challenge if they did – but the writer must know. Generally speaking, the character’s want will be stated towards the end of Act I and his or her need will be strongly implied. Act II will explore both want and need – and the conflict between them – climaxing with a situation where the hero must face his or her greatest fear.


  We should learn what a character wants to achieve and why it is important to them before the end of Act I. Act II shows them trying to achieve the goal. By the end of Act I we must be able to answer the question: What does the character want? We should also know what is at stake – What terrible fate awaits them if they fail to achieve the goal? And we need to be able to visualise what success would look like. And we need some idea of what sort of opposition the hero will face in trying to achieve the goal – this will usually be in the form of a villain or rival who has his or her own goal and motivation. And obviously, we must care whether or not the hero will achieve his or her goal.


  6 | Character Development Arc


  When I first heard the term ‘character development arc,’ the image I had in my head was a smooth curve, something like this:
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  I imagined that there would be a series of peaks and troughs along the way, but that the overall trajectory of development would be a nice curve, arcing gently through the story. But a graph already exists of what a person’s emotional response to change normally looks like, and it isn’t this graceful curve. The ‘change curve,’ often used in training courses for managers who are dealing with organisation change, is sometimes described as an S-curve and is adapted from Elizabeth Kübler-Ross’s diagram of the Five Stages of Grief following the shock of a loved one’s death. There are several variations on the graph, but it looks something like this:
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  The first dip in the graph is the shock, then the rising curve takes us up to a peak where we feel better as a result of denial, which is the first of Kübler-Ross’s five stages; this gradually gives way to anger and then bargaining on the downward curve, to the bottom of the second and deeper trough, which is depression. And then finally we rise out of the dip into acceptance, which allows us to move on with our lives. A more detailed version of the curve can include additional stages: denial (It can’t be true); anger (It isn’t fair!); blame (It’s their fault!); self-doubt (Maybe if I had...); guilt (It’s my fault); depression; despair (I can’t go on); emergence (What if...); acceptance; letting go; reconnecting with the world; learning; new hope; new insight and understanding. In change management, the stages – relating to how a person feels about the work-related change – can use the same labels, or there might be variations and additional labels, such as denial, anger, resistance, realisation, exploration, commitment, letting go of the past.



  You can probably already see where this curve could fit, at least partially, within the typical three-act story structure. Shock is the call to adventure in Act I, which the protagonist may initially refuse or deny; and depression is obviously the protagonist’s darkest hour, the crisis of the story in Act II. Other stages, as listed above, could also fit along the protagonist’s character development arc.


  Internal and External Conflict


  What is the relationship between the character development arc and the plot? There are two conflicts in a character-based story: the external, action-based conflict of the plot, and the inner conflict of the main character that is plotted along the character development arc.


  The external plot conflict will usually involve the protagonist trying to achieve some external, visible goal which to him symbolises ‘success.’ This goal will be influenced by the character’s want. To achieve it, he will have to do battle with a villain or rival. The protagonist’s internal conflict is the battle between his true self and his false self – and it is centred on his need. His false self employs behaviours that harm both the protagonist and the people around him. This internal conflict is made visible to an audience through the relationship the protagonist has with a romantic partner (a lover) or an ally (a friend or ‘buddy’).


  A story featuring a protagonist whose behaviour is affected by his false self in this way is often referred to as a flawed hero story.


  The protagonist’s ‘immoral’ behaviour means that he has some similarities to the antagonist, who also behaves immorally. The external battle with the antagonist symbolises a part of the protagonist’s internal battle: his attempt to give up his ‘immoral’ behaviours. Giving up his false self and becoming his true self requires that the protagonist integrates both his shadow-self – his inner version of the antagonist – and his denied self, the parts of himself which his false self-image despises and rejects. The protagonist’s personal journey, or quest, as he integrates these lost parts of himself forms his character development arc.


  I mentioned previously that Jung considered the integration of the shadow-self to be much easier than integrating the denied self, the Animus or Anima in his model. I think this is true, and it is why a ‘character-centred’ story has more depth than a plot-based story. In a plot-based story, the chief relationship is between the protagonist and the antagonist, focusing on the morality of actions and the motivation behind those actions. In a character-centred story, there is much more emphasis on why a person has the motivations that they do, what caused them to have this particular view of the world. And the only way to explore such internal issues is through their impact on an external friendship or romantic relationship.


  It is important to note at this point that a romance story is a special case, in the that the two people in the relationship act as both ally and opposition (‘villain’) to each other, with the action-plot being of secondary importance to the story of their relationship. And in an ensemble story, each character can be the antagonist or ally/romantic partner of any of the other characters, with each relationship being plotted as a separate plot arc, and each major character having their own development arc.


  As we will see later, each of the six character archetypes has different personal issues to contend with, and so the nature of their shadow and denied self is different. This means that the stage posts along each of the six character development arcs require the learning of different lessons. However, the basic character development arc, and how it relates to the plot line, is the same for each archetype. Over the next few pages, we’ll look at this fundamental character development arc. We will concentrate on what happens where along the arc, and then in later chapters we’ll look in detail at how to make these things happen for each of the archetypes.


  The Flawed Hero Story


  What is a flawed hero story? It is a story about a protagonist who has a character flaw or weakness that he or she must overcome during the course of the action of the story. That is, he or she experiences significant psychological and/or emotional growth or development. Most mainstream, non-genre novels are about flawed characters, and many highly regarded movies feature a flawed hero. Examples include Casablanca, Tootsie, Rocky, Rain Man, Jerry Maguire, Good Will Hunting, As Good As It Gets, Pretty Woman, and Dead Poets Society. These examples are all about a flawed hero – he or she is the subject of the story. There are other genre and popular stories that are about something else, but which also include a flawed hero who experiences growth during the course of his or her genre adventure.


  In real life we never really understand why people seem to change. Life circumstances change us – growing up and growing old; retirement; marriage; divorce; the birth of a child; the death of a loved one. Our roles and responsibilities change. Our attitudes towards life change, as we come to have different priorities. We might undergo a mid-life crisis. A friend may betray us. A lover may become a cruel enemy. We don’t always understand what has caused us to change, and we can never really know what has caused someone else to change. In stories, things are different. We need to be able to show why and how the hero changes. We can do this because the lives, personalities, and motivations of fictional characters are simpler than those of real people. We can show the cause and effect that brings about the change in a person in the same way that we can show the cause and effect that changes the situation in the external action of the plot. And we can show this change, and the stages through which it develops, in the external actions and dialogue of our characters. And we can mark the significant stages in the change along our character’s development arc.


  The plot we design for a flawed hero story will force him into a situation where he must face the truth, and come to recognise he nature of the thing lacking in his life, and the accept that his flawed and ‘immoral’ behaviour is harming both him and other people around him. This move from denial or lack of recognition, to realisation and acceptance is a key moment in the character’s development arc.


  The hero that we meet at the beginning of the story is flawed and engages in ‘immoral’ behaviours which he believes are necessary to protect himself. This person is not able, and is not ‘worthy’ of achieving success in whatever quest our story sends him on. His flawed behaviours are self-centred – selfish – and are used without concern for their effects on others. This person is not a true hero. In order to qualify as a true hero, and to stand any chance at achieving both his external goal and inner fulfilment, the flawed hero must redeem himself. That is why flawed hero stories are often referred to as ‘redemption’ stories.


  The hero must overcome his flaw and prove himself capable of selfless behaviours. The hero is not inherently ‘immoral,’ but he has adopted behaviours that are not moral. These do not reflect the person he is inside – they are not aspects of his true self. Instead they are part of a protective façade – a false self that he has come to believe is the person that he should be in order to survive.


  Our plot will also force the hero together with an ally or romantic partner – a co-protagonist – who will prove to be the type of person who can make, and help, the hero face and overcome his personal fears. The relationship between the two will not begin well – subconsciously the hero will recognise that this person is a threat to his defensive behaviours, either because is finds himself attracted to them or because he finds himself despising them. Or perhaps a combination of the two. Often the hero behaves like a warrior, attacking in order to defend himself. The co-protagonist typically has a more nurturing approach – they have a level of empathy that allows them to see beyond the hero’s rough external barrier, to the real person inside. They will want to help the hero recover his true self, by showing him that he can set aside the protective behaviours without being destroyed. The co-protagonist demonstrates qualities that the hero has, but that he despises and feels ashamed of in himself, because he believes they make him weak and vulnerable to new emotional harm. It is the co-protagonist’s role in the story to draw out these qualities in the hero, and to help him accept them as aspects of his true self.


  Character Flaw and Theme


  I said in Chapter 4 that the theme in a story can be viewed as a ‘thematic argument’ – a conflict between a virtue and a vice. It says, at a fundamental level, this behaviour (virtue) is good and should be rewarded; and this behaviour (vice) is bad and should be punished. In a straightforward plot-oriented story, the hero will – for the most part – demonstrate ‘moral’ or ‘virtuous’ behaviours, while the villain will demonstrate the opposite viewpoint, ‘immoral’ behaviours or ‘vice.’ In the flawed hero story, the two sides of the argument are not quite so clearly defined. Our hero will engage in some behaviours that, within the context of the story, we would judge to be ‘immoral.’ He engages in them because he is flawed, and uses them to protect himself from additional emotional wounding. Because of this he is not regarded as ‘worthy’ of happiness and success – and he won’t be judged a real hero until he has overcome his flaw, renounced his ‘immoral’ behaviours, and reached a point where he is ready to sacrifice his needs, even his own life, for the benefit of others. When the hero does undergo this change or growth, and is no longer flawed, his moral behaviours will be seen to be rewarded, ‘proving’ the thematic argument.


  Before looking in more detail at the various stages along the character development arc, I want to mention a couple of ‘problem-solving’ models.


  The Secret of Success


  If a story is about someone trying to solve a problem, then the basic form of the story must be similar to the basic strategy used for any sort of problem-solving… so what is the secret of success?


  First of all, we need to define what success is. We define success as the achieving of a desired result; and since each individual has his own desires, he must therefore also have his own definition of success. You can’t judge your own success by other people’s standards – to try and do so will only lead to a life which is ultimately unfulfilling. Defining success in purely material or monetary terms is also a mistake. Anyone who defines their success in such a way has an internal flaw which they will need to overcome before they can achieve true success. More on specific flaws later.


  There are any number of self-help books that provide advice on solving different problems in life, and they more or less agree on the necessary steps. This is the ‘formula’ I used in Plot Basics:


  



  


  1. Identify a desire.


  2. Set a goal that you believe will result in achieving your desired outcome.


  3. Create a plan that you believe will allow you to achieve your goal.


  4. Take an inventory of your resources. Do you have all the knowledge, skills, equipment, people, etc. necessary to put your plan into action?


  5. Enhance skills and abilities. Gain the necessary resources that you identified as missing in the previous step.


  6. Schedule the individual steps or activities necessary to achieve your goal.


  7. Make a start on the first step – don’t procrastinate!


  


  



  This begins to give us some kind of a sequence for a story, but there are still elements missing. Our formula for success assumes at the start that our protagonist recognises explicitly the need to act in order to bring about a desired change in his or her life. But this is not necessarily going to be the case. Often in life, we’re aware of a vague dissatisfaction, a wish that things were better than they are. But we don’t have any real urge to fix the problem, rather we just put in place a mechanism for living with the problem – we work around it, rather than confront it.


  In a story, the protagonist might be in this position – such a person is often referred to as a ‘reluctant hero’ – and there must be something that forces the protagonist to act. This ‘forcing’ of the protagonist’s hand is another key element of a story, as it is something that sets the story in motion. It begins the action and serves as a catalyst or ‘inciting incident.’ It is what makes the story happen, and answers the question: Why is the protagonist doing something to solve his problem right now, as opposed to some other time?


  While we’re looking at the area of step-by-step guides for overcoming problems, we should also consider one of the best known of all, the Twelve-Step Programme devised by Alcoholics Anonymous. The ‘twelve-step’ approach has been adapted for use in overcoming all kinds of addictive behaviours and for other areas of self-improvement. The wording of the original 12-step program assumes Judeo-Christian beliefs, and so is not universally applicable, but it does contain ideas that can be adapted and applied more widely. Using it in relation to our protagonist’s flawed behaviour, we get something like this:


  
    	Evidence of the hero’s flaw in the form of a typical behaviour in response to problem situations. This standard pattern of behaviour causes him to lose out in some way. It protects him, but he must pay a price.


    	Denial by the hero that there is a problem. He believes his ‘luck’ will change, and fights even harder in his typical mode.


    	Realisation that there is a problem resulting in failure, but refusal to believe that it is within himself. He continues to experience frustration and anger, probably blaming others for his failure / unhappiness, and hurting those around him.


    	Admission that the problem is in him. Depression because he believes this is a part of himself that cannot be overcome.


    	Belief that change is possible and behaviour patterns can be changed. Possibly as a result of observing someone else (e.g. the co-protagonist) or through some minor change on his own part.


    	Decision by the hero to try and overcome his flaw.


    	Self-examination. He must learn about himself and search his own character to identify his weakness(es).


    	Identification and admission. He identifies his flaw, and admits it to himself and others. He also identifies and admits the harm he has done to others. He begins to investigate the nature of his problem.


    	Humility. The hero admits that he needs help from those around him, and prepares himself for change.


    	Apology and reparation. He seeks to make amends with the people he has upset, offended, or harmed, and where possible he repairs the harm he has done.


    	Reinforcement. Change is achieved, and the hero practices his new ‘typical behaviour.’ He continues to monitor himself for any return to his old ways.


    	Example. He makes the most of his life, and having become more self-aware, he seeks to help others to achieve similar self-development.

  


  


  


  Stages Along the Character Development Arc


  I’m going to use the basic three-act screenplay structure as the basis for discussion because the plot of a ‘typical’ screenplay is more structured and better documented than that of a novel, so it’s easier to label specific points along the plotline. Novels are more fluid in terms of structure, length, and number of subplots, but each major plotline in a novel will be similar to the screenplay structure, and the proportions indicated can be applied as a rough guide to what goes where in each plotline. Traditionally, Act II is regarded by screenplay writers as the toughest part of a screenplay to get right, and many screenplays lose their way and ‘sag’ during this long middle section. One of the main reasons for this is that plot-action is rarely enough to carry the story over such a long period; there is a real need to focus on characters in Act II, in order to keep the audience interested. That’s what the character development arc does.


  Another useful convention that we can borrow from the screenplay is the idea that certain parts of a story need to fulfil specific functions. For example, the first fifteen minutes of a movie should introduce a ‘sympathetic hero,’ his world, and the problem he is going to have to deal with. Breaking a story into smaller sections and deciding what needs to go where can help bring structure, and help you figure out if something important is missing, or if one area is a little weak. It also makes writing Act II much less daunting if you can break it down into bite-sized chunks.


  If you’re an actor rather than a writer, I still think it is useful to know the functions of the various parts of a story as these help define what your character is doing – and why – at various points.


  I covered plot structure in detail in the book Plot Basics, showing how breaking a story down into quarters and then eighths can aid in the storytelling process by assigning specific functions or purposes to these smaller sections. I based my discussions on the ‘eight-sequence model’ that is used to teach screenplay structure.


  Films used to be projected from reels that held about ten minutes of film, and the audience had to wait for the projectionist to change the reel. Stories were structured to have a logical break so that a reel didn’t run out in the middle of a scene. A full-length film was six reels (or more). Today there are no restrictions imposed by reel size, but the idea of breaking a story down into sections of ten to fifteen minutes is still used to help structure a film story. Frank Daniel taught screenwriting using a ‘sequence’ approach, also called ‘eight-sequence structure.’ A 120-minute movie will have eight sections, two in Act I, four in Act II, and two in Act III. Each of the eight sequences has one or more specific functions in the story, and each will feature an important plot and/or character development point. Here is a diagram of the basic structure:


  



  [image: img6]



  The Character Development Arc and the Three Acts


  Taking a typical screenplay as our model, Act I consists of the first quarter of the story. Act II is the second and third quarters, and Act III is the final quarter. Applying this to our flawed hero story gives us something like this:


  



  (1) Introduce a flawed hero and demonstrate their flawed behaviour


  (2) Hero denies flaw – but flawed behaviour causes problems in his life and the lives of others.


  (Midpoint) Hero recognises and admits his internal flaw


  (3) Hero attempts to overcome his flaw, but it is difficult; he falls back into old behaviours, with catastrophic results


  (4) Hero overcomes flaw and happy ending. (Or, hero fails to overcome flaw and tragic ending).


  



  We can divide each of the quarters in two to give us our eight sequences. In the following pages I will show the character development points that ‘belong’ in each of the eight sections of a story. This is only a suggested model with the typical placements of particular elements given for guidance only. Remember that we’re only talking about the fundamental structure of the arc here: details of what can go into the development arcs for the different archetypes and for individual characters come later. Also, these character development points are in addition to the plot elements – the external action – that I covered in Plot Basics.


  Act I – The Flawed Protagonist, the Denied Self and the Defensive Behaviours


  Sequence 1 


  Introduce the ‘sympathetic’ main character, ideally in the first or second scene: the audience wants to know who the story is about; who are they going to root for. We see the equilibrium of the protagonist’s ordinary world, and initially, portray only his positive qualities. Perhaps he is the victim of some undeserved misfortune. The protagonist’s vulnerability is related to his denied self and to the need he feels to be other than his true self.


  At the beginning of the story, we see that the hero is not entirely happy with his life, that he is in some way ‘making do’ or putting up with what he has because something important is lacking. Often this will be a longing for a romantic partner. This will be the need for a fully-developed adult relationship with an equal, rather than simply a sexual desire. But there are other kinds of lack. The hero will have a need, which he may not yet be aware of, to fill this void in his life. He or she may not actually recognise the exact nature of this need, and even if he does, he may deny it. But he can never be truly happy until he has resolved this personal issue. 


  This denial or failure to recognise the nature of what he lacks will often lead the hero to go after goals which will prove to be the wrong goals. He will go after something he wants or desires, rather than the thing that he actually needs. A character may seek financial success or progress in his career because he believes that will bring him fulfilment, when in actual fact what he needs is to find a genuine loving relationship. He will claim that he doesn’t need romance in his life, and may mock it or seem to despise it as a weakness, but it will be the thing he needs to find fulfilment in life. This is an obvious example, but it has been at the heart of hundreds of movies and novels, including Pretty Woman. 


  In these first scenes we should then see the protagonist’s dominant attitude towards life, and the first hints of his character flaw. We should see these in several different situations, e.g. at home and at work, with different people, so that we can feel how deeply ingrained this behaviour is. The flaw is the protagonist’s inner problem, the aspect of his character that he needs to overcome. We should also see some potential in the protagonist – that he could be successful and happy if he could overcome his flaw.


  And early in this sequence, we should be made aware of what the story value is that will be at stake, and before the end of it, we should know what the protagonist’s need is. From the protagonist’s typical behaviour, the audience should also have a first clue about what his character flaw is. Having recognised the protagonist’s flaw, they will begin to wonder what the cause of it is and whether the protagonist himself will recognise it and overcome it. At the very least they will want to know ‘why is he behaving in that manner?’


  The hero’s lack is related to something that he is afraid of – his greatest fear. This fear was caused by a deeply traumatic experience, John Truby refers to it as a ‘ghost’ from the past, or series of experiences, that occurred earlier in his life. These may have occurred as far back as his childhood or it may be something that occurred more recently. For Will in Good Will Hunting it was a childhood of physical abuse and lack of parental love; for Rick in Casablanca it was ‘betrayal’ and abandonment by the only woman he’d ever loved. These traumatic events leave emotional and psychological scars, or wounds that never properly heal. And so the characters adopt behaviours that will protect them from ever being harmed in this way again. They build protective barriers and don’t let anyone get close enough to hurt them. But this is the wrong thing to do. 


  To overcome these ‘emotional wounds,’ the character needs to face them and deal with their fears. And they cannot do this alone, they need the support of someone they can trust. But their barriers – their flawed behaviours – prevent them from having to face their demons, and they prevent other people from being able to get close enough to offer help and support. These flawed behaviours often have unintended side-effects that the hero may be unaware of. By pushing people away, and fighting to avoid having to face the thing he is most afraid of, the hero causes harm to other people – sometimes directly, but most often indirectly. As a result, we can regard these flawed behaviours as being ‘immoral.’ 


  There is a major turning point at the end of this first sequence, usually referred to as a challenge, call to adventure, or inciting incident. It creates a situation that the protagonist will have to deal with. Something needs to be done. The equilibrium is upset. This provides the protagonist with his external problem. We see how his flaw and his ‘immoral’ behaviours will prevent the protagonist from responding effectively. We also see what is at stake for the protagonist, in terms of both his desire or want (from his false self) and his need (from his true self), and the mismatch between the two. The challenge is an opportunity for the protagonist to change his unsatisfactory circumstances, to overcome his flaw, and to have his real needs met. But he also recognises it as a threat to his ability to ‘make do’ and keep his coping strategies in place. The challenge, indirectly, reminds him of the thing he fears most; the thing he most wants to avoid. This is the protagonist’s first dilemma: accept the challenge, and its potential risks, or carry on making do with the life he has under even less satisfactory circumstances.


  Sequence 2


  In Sequence 1, we concentrate on the hero’s first impression and dominant impression – usually qualities that will cause the audience to like the hero and feel sympathetic towards him. In those early scenes we don’t usually seen any of the hero’s negative qualities. Only after he’s been introduced and accepted by the audience do we modify the dominant impression and show less favourable characteristics. I will cover dominant impression and its modification in more detail later in the book.


  In the second and third sequences we are not yet aware of the exact nature of the hero’s greatest fear, but we do see the ‘immoral’ defensive behaviours that he uses to protect himself from it. This is often shown in the fact that our hero is a ‘reluctant protagonist’ – he doesn’t want to accept responsibility for responding to the challenge. He may be angry or bitter because of the ‘unfairness’ of his situation. We see his false self. The coping strategy he has constructed to defend himself. He employs ‘immoral’ behaviours because he believes he needs them to survive and succeed. Having introduced him as a sympathetic protagonist, we can now see a little of his less sympathetic side, his shadow-self. He is reluctant partly because of his denied self, and partly because he fears having to face a similar situation to the one that caused him to develop his defensive mechanism in the first place. His reactions to the challenge give us a glimpse into his life story and/or backstory, his past disappointments and failures, or at least a hint of their existence. We also have an insight into the thing the protagonist fear’s most and can see why he is reluctant to accept the challenge.


  We also see the price that he has to pay for the defensive behaviours he has put in place to protect himself from emotional harm. At this point we do not understand why he behaves this way – we don’t know what caused his emotional trauma – but we see that he is flawed in some way. 


  Recognising (perhaps only subconsciously) that the challenge poses a threat to the cosy defensive walls he has built around himself, the hero will initially be reluctant to accept the call to adventure. Because of this refusal to accept responsibility, the antagonist will gain an advantage, increasing pressure on the protagonist. Other pressure may come from a friend or mentor urging him to accept the opportunity of the challenge. Either way, something pushes or pulls him into the adventure. The illusion of his safe ordinary world is shattered.


  The turning point, or mini-climax, at the end of the second sequence is typically a commitment by the protagonist to do something. He is pushed or pulled into the adventure and commits to it by accepting the challenge. He is forced to take action in order to make something happen or to prevent something from happening. This is a choice with consequences, and having made it, he will not be able to go back to the way things were: one way or another, whatever the outcome of his actions, his life will be changed. We are made aware of a potential disaster, a terrible fate that awaits the protagonist if he fails in his quest: this will be related to his greatest fear. 


  The hero makes the commitment by drawing strength from his false self, believing that his coping strategy – his ‘immoral’ behaviours – will help him succeed. He focuses on an external goal that he believes will resolve the external problem, and enable him to return to his comfortable life. He may also believe that it will enable him to overcome his internal lack, or he may ignore or deny the lack. His choice of external goal – his indicator of success – will reflect his want, rather than his need. That is, he will aim for something as a substitute for sorting out his real problem. His choice of goal tells us what is at stake externally for the protagonist, but his inner need and the thing he is most afraid of tells us what is really at stake for him. His goal may be chosen based on incomplete knowledge, inexperience, or under an assumption that reflects his flaw.


  Act II – Part 1 – The False Self and Immoral/Self-Defeating Behaviours


  Sequence 3


  The first half of Act II involves the protagonist discovering the ‘strange new world’ he has stepped out into, and his responding to it from his own flawed perspective. He will demonstrate his typical defensive behaviour. Initially, the protagonist may enjoy a taste of success. If we think in terms of the ‘hero’s journey,’ at this point he may be challenged by a ‘Threshold Guardian,’ someone who challenges his right to be there or who tests his commitment to his quest, and he may defeat them relatively easily using his defensive behaviours. This gives him confidence and spurs him on. The first obstacle has been overcome. The protagonist’s actions will affect people around him – allies and enemies may be positively or negatively affected by what he has done, and his actions will have consequences and repercussions, some of which won’t become obvious until later. But for the moment, the protagonist is happy to have achieved something, without having to face his worst fears.


  Tests during the first half of Act II are designed to show just how far the protagonist has got to go; to demonstrate the extent of the flaw that he has to overcome. What skills, experience, equipment etc. does the protagonist already have, and what does he need to obtain? Skills and determination are tested. Again, we see the protagonist’s ‘typical reaction’ as he responds to a stressful situation. Events in the plot prove that he is not yet ready to succeed. The protagonist demonstrates his false self: the person he feels he should be, and we see how this prevents him from moving towards success. It also shows how deeply ingrained his dominant attitude really is, and the extent to which his greatest fear dominates his life and prevents him from achieving success and happiness.


  As the protagonist tries to meet the challenge and overcome his external problem, he will try out the obvious solutions and discover that they don’t work. Sources of help and easy options are gradually eliminated. He suffers a series of reversals, in which his actions do not have the desired result, and in fact make his situation worse, through either immediate or delayed consequences. The protagonist doesn’t see himself as being to blame for his failures and worsening situation – he is blind to his own flaws, and blames fate, bad luck, or other people. But what he knows doesn’t work. A weakness of the protagonist’s false self is revealed: his ‘lack.’ We learn the extent of the protagonist’s ‘brokenness.’ As the smaller losses mount, the protagonist’s fears are revealed, and we see more clearly the vulnerability he is trying to hide.


  External events in the plot, throughout the story but especially during Act II, are symbolic of his inner journey. Characters encountered may represent aspects of himself that he needs to integrate. Events and situations he experiences may be ‘lessons’ he needs to learn, or skills and abilities he needs to gain. These experiences represent opportunities for the protagonist to develop as a person, and to practice what he has learned. He will encounter allies and enemies, and must learn who he can trust, who will help him in his quest, and who will oppose him. His inexperience may lead him to trust someone he shouldn’t. If the romantic subplot wasn’t introduced in Act I, it should be introduced here.


  At the end of the third sequence is a turning point where the protagonist realises the difficulty of what he is attempting, and what is at stake for him personally. The protagonist discovers the challenge is greater than he anticipated. Typically, this means that he learns who he is up against – an opponent, rival, or villain – or at least the villain’s henchman. At this point, the protagonist has to take responsibility for his own actions, and their consequences on his own life. It is a realisation that ‘the thing he fears most’ is a possible outcome of his actions. He begins to realise that things are not going to be as straightforward as he’d hoped. His typical behaviours don’t get the desired results and prove to be less suitable here than they were in his ordinary world. His choices and actions are actually making his situation worse and causing even greater harm to the people around him, that is, they are proving to be even more ‘immoral.’ But the protagonist is not yet ready to accept responsibility for this – instead blaming luck or fate or other people.


  In summary, the hero tries to solve the external problem and achieve the story goal while avoiding his internal problem (his fears). He continues to deny or ignore the thing that is lacking in his life. He demonstrates his typical behaviours, which are defined to hide and protect his emotional wounds. His actions towards the goal are small-scale obvious choices, and ‘quick fixes,’ none of which work. He may end up making the situation worse, or at least muddying things. What is really needed is a proper plan and a determined effort to achieve the story goal.


  Sequence 4


  The hero’s initial fumbling efforts to deal with the challenge have attracted the attention of the antagonist, who now sets out to ‘destroy’ the hero, engaging actively, and so raising the stakes. This section of the story sets up the midpoint. The protagonist continues to demonstrate ‘immoral’ defensive behaviours. 


  The protagonist makes a more elaborate plan: his first major attempt. It fails. The stakes are raised again. This major failure of the protagonist’s defensive behaviours demonstrates to him a failure of his false self. He suffers a loss of faith/crisis of identity. The protagonist approaches another threshold – the border of an even more dangerous new world, the antagonist’s lair. Plans and preparations are made, rehearsals held. Up until this point, the story has been about building up the protagonist – demonstrating his self-image, gaining new friends, learning new things, making decisions and taking action. After this point, the story is about tearing the protagonist down – his self-image proves false; his friends may betray him; his behaviour backfires, and his ways of thinking prove wrong. This will continue to the end of Act II, when the protagonist reaches his lowest point, his darkest hour. A moment where he learns humility.


  At some point before the middle of the story, we need to see that the protagonist does have the potential to change and to learn from his mistakes. And we should see a hint of his true self.


  At the end of Sequence 3 going into Sequence 4, we see what is sometimes referred to as the hero’s first self-definition. This will be contrasted with a point at the end of Sequence 5, where we will see that the hero has a new self-definition, based on what he has learned on his journey between this point and that one. Here we see the hero’s false self. We see the mask or façade that he wears. This is the person he feels that he should be – the person that other people expect him to be, and who he needs to be in order to protect himself from emotional harm. We see his inner weakness and the flawed behaviour he employs to defend himself. We may also see the price that he pays for this behaviour – the harm that it actually does to him and to other people. 


  The hero devises a plan and puts it into action. But some action (or inaction) on his part causes the plan to fail. Rob Tobin, in The Screenwriting Formula, calls this a ‘balk.’ The hero sees that the actions they are taking may result in him having to face the sort of situation he most fears, and so he – consciously or unconsciously – sabotages the First Attempt by freezing or refusing to move forward. Often it is the actions of the co-protagonist that save them from destruction at the hands of the antagonist. The hero may deny culpability, blaming their failure on ‘bad luck’ or on the actions of others – but everyone, including him, knows that he was at fault. This is the most dramatic, and potentially most dangerous, demonstration of the hero’s flaw to date. The hero’s action (or failure to take action) may be noted by the antagonist: he may recognise it as a weakness in the hero that we will be able to exploit in future.


  Midpoint


  The end of the fourth sequence marks the middle of Act II and the midpoint of the story as a whole. It is typically a moment of revelation or realisation. This is the point at which the audience – and possibly the protagonist – realise that things aren’t what they appeared: a new twist makes them re-evaluate everything that has gone before. It is the point at which the true nature and scale of the challenge are revealed – raising the stakes. There is more to be gained, or lost, than previously thought. Events are no longer local and small scale. Far-reaching implications and consequences come into clearer focus.


  The midpoint is where the audience, and probably the protagonist, sees that he has indeed been the cause of his own failures. It also shows clearly for the first time that he will need to change, he will have to give up some of his protective behaviours and take a risk, if he is to succeed. This is another challenge and another dilemma for the protagonist. Should he give up these behaviours that protect him from his greatest fear?


  The midpoint is a point of revelation and/or discovery, sometimes termed an ‘epiphany,’ both in terms of the external action of the story, and in terms of the hero’s inner journey. The hero achieves a new level of self-awareness. He may re-evaluate his external goal and realise that it is not the correct goal. Or he may discover that he has been going for the right goal, but for the wrong reason. At the midpoint or soon after, the co-protagonist may confront the hero about his actions during the First Attempt – actions that contributed to the failure of the attempt and which may have led to other people being harmed or even killed. The co-protagonist may threaten to abandon the hero – causing him to admit his flaw and his culpability, and to ask for forgiveness. 


  The midpoint provides a break in tension, in that the hero is no longer resisting the truth about himself. Where the external action of the story dominated before the midpoint, the relationship between the hero and the co protagonist dominates in the two sequences following the midpoint. And the quest is no longer about finding a specific external object, it is all about the hero discovering his true self.


  Act II – Part 2 – Descent or Fall from Grace & Overwhelming Odds


  Sequence 5


  In most stories, the hero will remain in ignorance and/or denial of his character flaw until the midpoint of the story. Realisation will come after the failure of the First Attempt to achieve the external goal, with admission coming at the midpoint or just after. Sequence 5 is where the hero’s relationship with the co protagonist has moved from suspicion and mistrust, to respect and trust. He begins to learn from the co-protagonist, and seeks their advice and support. Through example, or occasionally through counter-example, the co-protagonist shows the hero how to accept and embrace aspects of his character that he has previously felt ashamed of, because he has seen them as a weakness. These are typically qualities of compassion, empathy, and love. At the same time, the hero may show the co-protagonist how to become more forceful in defending what he or she believes in.


  Acceptance of these denied aspects of himself is often coupled with a stronger rejection or hatred of the aspects of himself that he is afraid of, and that are represented by the actions of the antagonist. It is not a coincidence that the antagonist becomes more active after the midpoint. Accepting his ‘light side’ but rejecting his ‘dark side’ means that the hero is still not accepting his whole true self. He may behave like a pendulum that has swung too far the other way, rejecting any urge or encouragement to fight for what he values or believes in. As a result, the antagonist is able to proceed with his own plan, and seems assured of victory.


  This sequence is much more important in the flawed hero story than it is in other types of story, and as a result its function is easier to explain. First it shows the hero’s emotional reaction to the self-discovery he made at the midpoint. He has become aware of his own flawed nature, and the damage that his flawed behaviours have caused to both himself and to others. His initial reactions are likely to be a combination of shame and depression, coupled with a feeling of defeat: he may believe that he is broken beyond repair, and certainly not fit to lead a story quest. This is an emotional crisis point for the hero, whose entire approach to life has been based on avoiding this inner problem. During this sequence, the co-protagonist will support him – recognising the impact of the midpoint discoveries. The co-protagonist may try to get the hero to talk about his fears, and about his past traumatic experiences – but he may not yet be ready for this. The co-protagonist may be frustrated by this, but respects his wishes and does not try to force the issue. The co-protagonist often makes a re-commitment to the hero – promising to be there to support him when he needs it. And being prepared to listen when he is ready to talk.


  Sequence 5 also offers what is sometimes called a ‘moment of grace.’ The hero gets a glimpse of the kind of life he might have if he is able to both overcome his internal flaw and resolve the external conflict with the antagonist. This sequence is where the relationship between the hero and the co-protagonist develops – either into a genuine platonic friendship or into a romance. They come to respect and trust one another. This sequence also demonstrates that the hero has the potential to change, and to satisfy both his internal and external needs. 


  Towards the end of Sequence 5, we realise that the stakes have been raised: the hero isn’t just concerned about himself anymore, his ‘area of concern’ has been extended to include the co-protagonist. The safety and happiness of both is now at stake, and the hero feels this responsibility. He is no longer alone and he enjoys the feeling of being with someone. Also towards the end of Sequence 5, there will be increased danger from the actions of the antagonist – the hero and the co-protagonist may suffer a close call and be almost killed. The hero reaches a point where he realises he has got to either act or admit defeat. He rededicates himself to the story goal – or to the new or revised story goal – and will promise to avoid engaging in his previous ‘immoral’ behaviours. He will try to overcome his character flaw. The hero may need to persuade the co-protagonist and/or his team to give him another chance. The hero has a new plan for their Second Attempt to achieve the story goal.


  Sequence 6


  At the end of Sequence 5, going into Sequence 6 we see what is sometimes referred to as the hero’s new self-definition. This contrasts with the way he defined himself at the end of Sequence 3. Here the hero is much closer to being his true self, having learned – with the help of the co-protagonist – to accept aspects of his character that he previously denied and was ashamed of. We see that he has a new self-confidence and a determination to engage in ‘moral’ behaviour. He may also identify and name his deepest internal fear, and claim that he is ready to confront it. This may just be bravado and over-confidence, based on the good feelings that the ‘moment of grace’ have afforded him. He still has a long way to go, but he is well on the way.


  Having persuaded the co-protagonist, and his team if he has one, to give him a second chance, the hero now leads them into the Second Attempt. He engages in actions which demonstrate his new self-awareness – i.e. he no longer uses ‘immoral’ behaviours – and he proves to the co-protagonist and other team members that they can trust him. And by demonstrating that he is trying to overcome his flaw, he partially redeems himself in the eyes of the co-protagonist. The relationship between the hero and the co-protagonist deepens as they unite to oppose the actions of the antagonist. 


  The co-protagonist may urge the hero to open up and trust them fully, and the hero may respond by finally revealing his backstory – the traumatic events that led to his emotional wounding and caused him to put in place the flawed defensive behaviours. This is the final act that demonstrates that the hero trusts the co-protagonist. As they continue to work together, we also see that the hero is depending on the co-protagonist, needs them, and cannot complete the quest alone. This is a demonstration of humility, and is another important stage in the hero’s development. He may apologise for his previous actions, and seek to make amends to the people he has harmed.


  The main function of this sequence can be described as a descent towards the shadow. The main character sets out to ‘destroy’ – physically or metaphorically – the antagonist. He comes up with a new plan. In doing so he puts others at risk. The main character has not yet realised that he cannot destroy the villain without becoming villainous: the only way for him to win is to integrate the antagonist, accept it as part of himself, and deal with it. This is, in effect, what it will mean for him to face his greatest fear.


  The protagonist becomes a victim of his false self and descends towards his shadow: he is not yet ready to give up his immoral behaviours. In desperation, he descends into the dark side of his nature – an extreme form of his false self – becoming more like the antagonist. Acting in accordance with his revised false-self, the hero makes a Second Attempt, and again fails to achieve the story goal. Worse, the consequences of his actions are so negative that the whole situation develops into a crisis. Suffering his ‘darkest hour’ the hero may, in an act of desperation, try to defeat the villain by employing the villain’s own methods: fighting fire with fire. For a brief moment, like a berserker, he may be overwhelmed by his own darker nature and become more like the antagonist than he has ever been. But this means that the hero acts against his own deeply-held beliefs, betraying his own values. And the result is failure – he loses everything that he had in Act I, and he loses everything that he has gained in Act II. All seems lost, with not even a glimmer of hope. The co-protagonist either turns against him, because of his antagonist-like behaviour, or has been taken from him by the antagonist: the hero stands alone.


  Michael Halperin, in Writing the Second Act, suggests playing a dirty trick on the reader and the hero here: make this failure look like a success, but then show it to be a false success. This is cruel. I like it. The co-protagonist may have been taken from him by the antagonist, or the co protagonist may turn away from him as result of his desperate and immoral actions. Either way, the hero has lost the person he cares about most.


  The mini climax at the end of sequence six is the crisis. The main character’s darkest hour. He faces the thing that he feared most – and it is worse than he feared. Ask yourself: What is the worst possible thing that could happen to this character? This will have been set up in Act I, and this is what should happen at the crisis point in the story. The protagonist’s plan fails, and he is almost destroyed. He feels that he has lost everything. Everything that he had back at the beginning, and everything that he has gained since. And he must now face his inner demons. He finds himself in a situation almost identical to the one that caused his flawed behaviour in the first place. But this time in facing the challenge, he has a chance to respond in a different way. Failing that, he can repeat the same mistake and return to his flawed behaviour and his unsatisfactory life. Can he change? 


  This challenge is such that the protagonist cannot respond to it unless he overcomes his flaw and abandons his coping behaviours. This means he has to go into battle without his defensive armour. At the crisis point, the protagonist stands naked, alone, and filled with self-doubt. Only by making the final sacrifice, the final leap of faith, can he progress and succeed. But is he sufficiently strong to do this?


  The protagonist confronts his greatest fear: this is his ‘darkest moment’ – a psychological ‘life or death’ moment. The ordeal is like an initiation rite and is something that will change the protagonist forever. The protagonist appears to have been ‘destroyed’ and completely defeated at this moment – not only does he not reach his ultimate goal, but he ends up in a far worse situation – the crisis – than he started in. Although the protagonist has recognised his flaw, it appears that he isn’t strong enough to overcome its influence on him. Tools and strategy fail. The protagonist faces humiliation at the hands of the antagonist. The protagonist has become like the antagonist – in trying to overcome his own weakness, he has overcompensated, throwing out the good aspects of his personality and abandoning his own moral code, in an attempt to defeat the antagonist: this is evidence that he hasn’t overcome his flaw. There may be another betrayal by a trusted character at this point in the story.


  It is at this lowest point, when he has been stripped of everything – including every aspect of his false self – and been completely humiliated, that the hero is finally at a place where he is ready for real and permanent change. Having lost everything, he can finally see who (usually the co-protagonist) and what values are of vital importance to him. With literally nothing left to lose, the hero makes a decision to fight to regain and defend the things he values. He has a new-found clarity of purpose, and he has reached a position where he is willing to sacrifice himself in order to save the person he cares about and the values he believes in. This provides him with a renewed strength so that he is ready to make one Final Attempt to achieve the story goal. 


  The stakes have been raised one last time, as the protagonist realises that his actions have not only put his life and the lives of other people at risk, but he has also caused harm to these people as a direct result of the decisions he has made: he has done the opposite of what he wanted to do. His actions throughout the story have had consequences, and as a result, he finds himself responsible for the safety or happiness of other people. He has put people in danger as a result of his choices and his action. This isn’t a game, it involves people’s lives. Little wonder that the protagonist finds this prospect daunting, and wonders whether he is up to accepting the responsibility. He also knows he’ll only have this one last attempt to succeed: it is all or nothing.


  ACT III – The Climax & Resolution


  Sequence 7


  The hero reflects on the crisis. It has stripped away his false beliefs and his coping strategies. It was a symbolic ‘death’ – the end of his false self, and he must now redefine himself in a form of ‘rebirth.’ There is no going back to his old, false self. His rebirth, or ‘resurrection,’ will be demonstrated in different behaviour, attitude, and possibly appearance. This is an outward sign that he has really changed – that he no longer succumbs to the temptations or addictions that plagued him in his old life. He may discover that some people around him, who have not undergone the same development arc, now reject him, or try to undermine him or tempt him back into his old life and behaviours. Allies may become opponents. But other people will embrace his true self – people who previously opposed him recognise his change and welcome it.


  The hero realises that the crisis was caused by his own beliefs and actions. No matter what the circumstances were, or what the antagonist did, he brought this on himself. His own ‘immoral’ actions caused this. This is a devastating and humbling realisation. He has to admit that he was wrong and misguided all along. But this crisis at the end of Act II is a false defeat. 


  The hero believes that he has lost because he now faces the thing he fears most. He has lost what he wanted – avoidance. But having to face his inner demons is exactly what he needs. His old self, his old world, is gone. This clears the way for a new way of thinking about the problem he faces and about his life. Losing the last vestiges of his defensive behaviours actually frees him. He is now able to redeem himself. The hero makes the final, all-or-nothing Third Attempt. This is the climax of the story. There is a confrontation between the hero and the antagonist – the final phase in the thematic argument is dramatised in this battle.


  The Climax. The final battle between the main character and the opposition. For a writer, the danger here is that we try and get the protagonist out of the nightmare of the crisis situation to quickly and too easily. I’ve said this before, but it is worth repeating: Writers must be sadists. We must make life as difficult as possible for our protagonists. The hero of a story is meant to suffer – that is what being a hero is all about. We should heap frustration, disappointment, unhappiness and pain upon him. We must take away his defences. His weapons. His armour. His friends. His good looks. And even his pet dog. We must bring him to the lowest possible point. And then we make him face the antagonist, alone and unarmed and feeling physically and emotionally exhausted. We must place him in a situation where giving up seems like a distinct possibility. The audience must really doubt whether he can go on.


  And all around him, while he is suffering internal chaos, the external world is falling down around his ears. Perhaps even literally. The external action mirrors his inner breakdown. There should be a feeling that he has lost control, and that he’s falling or accelerating down the track with no breaks. Tragedy must seem inevitable.


  Following the crisis at the end of Act II, the protagonist is faced with a dilemma, and usually some sort of temptation or crisis of faith. The antagonist tries to exploit the protagonist’s weakness. The protagonist will be presented with two courses of action – one will be the easier option, that offers a compromise that will allow him to avoid facing his greatest fear; this will typically give him back the equilibrium of the unsatisfactory life he had before. Alternatively, he can choose to face his fear and, if he defeats the antagonist, he will have a new and more satisfactory life. This is a final test, to see if the protagonist can prove he’s worthy of winning. Should the protagonist go on and make one last-ditch attempt to achieve his purpose? Or does he decide the risks are too great and give up? 


  In order to succeed, he is going to have to make a sacrifice – something he believes is important to him, or vital to his survival. Desire versus duty. Selfish motivation, versus acting for the good of the family or community. This final reflective stage is normally quite short, because by this stage the protagonist knows what is important to him, and he knows it is worth making a personal sacrifice for. This sacrifice will relate to the integration of his denied self. He faces his worst fear, risking all. After reflecting on what he is up against, the protagonist recommits himself to the task and perhaps overcomes a final test to prove that he is committed. The protagonist is ready to make his third and final attempt.


  The protagonist’s decision to act at this point in the story is a defining moment in his life and an important point in the story. The protagonist has made the choice to give up his false self and become his true self.


  This first part of Act III resolves the Protagonist’s relationship with his shadow-self. He realises his similarity to the antagonist and is able to integrate his shadow-self. His understanding of his own dark side enables him to understand the antagonist’s motivations. And his fears and weakness. Revelation: he knows how to turn the tables and beat the antagonist. He now has insight into the antagonist’s behaviour and knows his weakness. The denied self is partially integrated, allowing the protagonist to draw on some of its strengths.


  During this final battle, the main character uses what he has learned about the antagonist – that is, about his on shadow-self – and uses it to morally defeat the opposition. He shows his understanding of the antagonist and appeals to him to work together so that they can achieve mutual success. But the antagonist is not able to trust anyone. The protagonist is forced to use what he has learned against the antagonist. By refusing to recognise and integrate the hero-elements of himself, the antagonist or rival assures his own destruction by his continued immoral behaviour. 


  This last conflict is the final battle between the virtue and the vice. The audience needs to understand what wider value is at stake: this isn’t just the protagonist’s personal battle, it is a battle for all of us. Back in Act I we hinted that this confrontation was coming, and now we deliver on it. This is sometimes referred to as the ‘obligatory scene,’ the point at which the writer must deliver on his initial promise.


  The protagonist is able to win a ‘moral victory’ because he is prepared to make a personal sacrifice. His sacrifice is to give up his own selfish desires for the greater good of the group. He finally abandons his ‘coping strategies’ and is ‘reborn’ or ‘transformed’ – he changes as a result of his experiences and puts into effect all that he has learned. This includes accepting that the ‘antagonist’ is also a part of his own personality. He realises his true purpose in life. He confronts the dilemma of desire versus duty and realises that being true to himself and serving his community reconciles both his want and his need. The protagonist has reclaimed his own identity. The final stages of the transformation – he now embodies the opposite of his coping strategy. He begins the show the integrated qualities from his (previously) denied self, showing them as strengths for the first time.


  The antagonist may taunt the hero, calling him weak for demonstrating the aspects of his character that he has regained as a result of his relationship with the co-protagonist, and calling him false for having used ‘immoral’ actions in an attempt to defeat the antagonist. The hero will accept culpability for his immoral actions and their consequences – which may have included him losing the co-protagonist’s respect. He will also admit to owning the characteristics that the antagonist regards as weaknesses. But in becoming ‘whole,’ the hero has also come to accept his own darker side, and this has given him an insight into the behaviours and motivations of the antagonist. Recognising his own similarities to the antagonist, the hero is able to see where the antagonist is vulnerable. And he is able to plan the Final Attempt based on this knowledge. 


  During this final battle, the protagonist also demonstrates that he matured enough to be able to ask for, and accept, help from others when he needs it. He is strong and no longer fears betrayal or challenge: because he is being his true self, people accept him for who he is. They trust him and he trusts himself. He shares what he has gained – knowledge, skills, enlightenment, whatever – with the people around him. And others, following his example, help themselves by helping the community or group.


  Sequence 8


  The outcome of the battle. The climax of the climax. The protagonist’s final confrontation with the antagonist. The antagonist tries to use the protagonist’s flaw against him – a final test of whether he has overcome it. The protagonist knows who he is and has the courage and know-how to face the antagonist. He is prepared to make sacrifices – he isn’t ruled by selfishness. He’s prepared to be humbled in order to save his family or community.


  Resolution – tying up the loose ends and return to a new equilibrium in the protagonist’s world. Any unresolved subplots are concluded. The protagonist returns home and we see how far he has come. We see evidence that the protagonist has indeed undergone change or growth: He no longer regards himself as alone. His denied self is fully integrated, and his relationship with his romantic partner or buddy is secured. New equilibrium, with the protagonist now a balanced person. And we see a glimpse of the future ahead of him and should feel that he is unlikely to slip back into his old behaviour patterns.


  The ending of flawed hero stories is often ironic – the hero may succeed in achieving the thing that he thought he wanted, and discover that it does not fulfil his inner need. Or he may fail to achieve his external want, but discover that he has gained something far more important instead: he has overcome the lack in his life and met his need. 


  Having become more self-aware, the hero realises that there is no going back to his old, unfulfilling life. He is now a new ‘whole’ person, and is no longer living in fear of something that might happen. He goes forward into a new life on this basis. 


  



  The outline above refers to the main character, the protagonist of the story, as he is (usually) the most important character in the story. It’s probably worth remembering that every character in a story is the hero of their own story – the villain doesn’t think of himself as a villain; the ally doesn’t just regard himself as the protagonist’s sidekick. Each has his own ambitions, in each scene and in life as a whole. In a character-based story, the villain will almost certainly have a character arc, but one where he fails to overcome his flaw. Imagine the story as a tragedy from the point of view of the antagonist, and plot his arc accordingly. A buddy or ally can also have a story arc, as can a lover, where they serve as either a positive model, showing the protagonist that change is possible or as a negative model, warning the protagonist what fate awaits him if he doesn’t change. In a story where romance is the main plotline, the hero and heroine will both have character arcs, as they each learn from the other, and each act as the opponent for the other, at various points in the story. And in a ‘travelling angel’ story, where the main character is unchanged but enables development in another character, it is this other character whose arc would need to be plotted.


  As a summary, the diagram below includes the main points of the character arc in sequence. 
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7 | The Character Archetypes


  The six character archetypes we have identified are:


  



  1. The Thinker – motivated by avoidance of fear, denies love and power


  2. The Carer – motivated by a desire for love, denies power


  3. The Warrior – motivated by a desire for power, denies love


  4. The Adventurer – combines elements of the Warrior and the Carer


  5. The Artist – combines elements of the Thinker and Carer


  6. The Crusader – combines elements of the Warrior and Thinker


  



  In chapters eight through fourteen, we will look at each of these archetypes in detail. There will be a brief description, and the key features will then be identified under the following twelve headings:


  



  1. The Denied Self


  2. Defensive Behaviour and the False Self


  3. Want versus Need


  4. Life Story and Wounding


  5. Dominant Attitude and Motivation


  6. Greatest Fear and Crisis Potential


  7. Contradictions


  8. Virtue versus Vice and ‘Story Value’


  9. Relationships


  10. The Shadow


  11. Breakdown – Descent Towards the Shadow


  12. Character Development Arc


  



  Description. Includes details of the main qualities of this type of person, typical occupations and interests, examples from film, tv or novels, and alternative labels for the archetype.


  



  (1) The Denied Self. Describes the positive qualities that the flawed version of the archetype denies about himself. Things that he is ashamed of or afraid of, including denied needs and denied emotions, plus anything unique to a particular archetype.


  



  (2) Defensive Behaviour and the False Self. Defensive behaviour is what the archetype engages in to protect him from the thing he fears most: this will include both ‘immoral’ behaviour, which harms other people, and self-defeating behaviour, which harms the archetype himself.


  The False Self is the archetypes persona, the image that they present to the world. It is based on the abilities and qualities that they believe they should have and excludes those that they feel they should not have. It is the archetypes idealised version of themselves.


  



  (3) Want versus Need. In most stories, what the protagonist wants is at odds with what he really needs. The want arises from his false self and tends to be selfish. The archetype’s real need is to abandon his false self and become his true self, so what he needs can be the complete opposite of what he wants. Typically a character is not aware of his need, but has a vague sense that something important is missing from his life: this is sometimes referred to as the character’s ‘lack,’ and is related to his wounding experience.


  



  (4) Life Story and Wounding. Creating a detailed life history for a character is a technique probably used more by novelists than screenwriters, but it is a valuable approach to use. The deeper a writer’s understanding of their major characters, the more likely the character is to come alive as a fully dimensional character.


  Life story is not the same thing as backstory. The term backstory is generally used to describe the events that happened in the story world before the story opens, and that have a direct impact on the story that is about to unfold. This can involve some sort of ‘inciting incident’ that triggered the action that is in progress as the story opens – the murder in a murder mystery or in Hamlet, for example – and possibly some traumatic event in the main character’s past that has caused, or at least demonstrates, why they have adopted their typical attitude and behaviours – Rick (Humphrey Bogart) losing Ilsa in Casablanca after their brief affair in Paris, for example.


  A character’s life story is the whole of their experience to date, everything that they have witnessed or experienced and that has shaped the person that they have become. In a story, we rarely see the early childhood experiences – during the first three or four years of life – that form a character. Instead, we tend to show a much later traumatic backstory experience – Ilsa leaving Rick – that symbolises the defining psychic injury of childhood. This experience serves to show the cause and nature of the character’s greatest fear, a fear that has its origins in childhood.


  The event, or series of events, in the character’s childhood that caused the fear to develop in the first place, is what we’re calling a wounding experience: it is a metaphorical or literal ‘orphaning.’ As a result of this wound, the child cannot fully develop his or her potential as a human being. The wound accounts for why the character believes and behaves as he does, and is sometimes referred to as the ‘ghost’ from their past. The character carries the memory of this wound, and the fear of it recurring, into his adult life. His typical defensive behaviours are designed to prevent him from having to suffer a similar experience again.


  The writer will know his main character’s childhood experiences and fears, but they will usually remain hidden to the reader or audience, occasionally hinted at but never fully revealed. This is one of the ‘gaps’ or elements of ‘audience participation’ that are vital to our enjoyment of stories: we fill in the gaps, drawing inferences from the hints on the page or screen, and drawing on our own experiences for the rest. The crisis of the story will place the hero in a situation where the hero must face his childhood fear. The story situation will be a re-enactment of the childhood circumstances, forcing him to suffer the same emotions, internal and external conflicts. This is why it is his ‘darkest hour.’ And only if he has successfully completed a transformational journey, from wounded orphan-child to adult, during the course of the story, will he be able to successfully deal with the crisis.


  In Character Creation, we present a typical life story for each of the six character types. Not the actual details of a unique life – those are for the writer to imagine – but a basic template that says that this is the sort of emotional trauma this character is likely to have suffered as a child; this is how his parents are likely to have behaved towards him, and this is why he developed the defensive behaviours that he did. As mentioned above, little or none of this will appear in the story – except by implication – but it will help to define the character’s greatest fears and the nature of the crisis they are likely to face before the climax of the story.


  



  (5) Dominant Attitude and Motivation. Each archetype has a core belief about the way the world is. It was formed as a result of their wounding experience and shapes their attitude towards life. This affects their relationships with other people and their relationship to themselves. It is what gives them their ‘ruling passion.’


  A character’s motivation – why he makes the decisions he makes and performs the actions he does – is based on what he feels his life lacks and what he most wants to achieve: love, power, or escape from fear, or some combination these. It is related to the wound he received as a child.


  Their attitude also determines their focus in life, that is, whether they are most concerned with the past, the present, or the future.


  



  (6) Greatest Fear and Crisis Potential. The thing a character fears most is effectively a re-enactment of the situation that led to his wounding as a child. And it is exactly this that the character will have to face at the crisis point of the story at the end of Act II. To have a dramatic crisis in a story, you need to have demonstrated to the audience the magnitude of the character’s fear. They – audience and character – should be devastated when they learn what the crisis situation is that the character faces.


  



  (7) Contradictions. The character’s ‘self-defeating’ behaviours mean that they act according to their beliefs, taking certain actions to bring them closer to a chosen goal – something they want; but their actions actually take them further away from what they need. Or sometimes, failing to gain their want ironically brings then closer to their need. The character’s defensive actions, also ironically, bring them closer and closer to the thing they fear most.


  



  (8) Virtue versus Vice and ‘Story Value’. As we saw in the chapter on the thematic argument, the external and internal conflicts in a story are a battle between a virtue and a vice (or sin), with a particular human value or ‘story value’ at stake. The outcome of the conflict between the main character and his ‘shadow’ is what proves the author’s thematic argument.


  



  (9) Relationships. We’ve already said that there are two key relationships in a story. The relationship between the protagonist and the antagonist is an externalisation of the protagonist’s battle with his own shadow-self, and only by resolving his relationship with the antagonist is he able to integrate this darker side of his own personality, rather than rejecting it. The relationship with the co-protagonist – the ally, buddy, lover or some other partner – relates to the protagonist’s relationship with his own denied self: through his relationship with the co-protagonist, he is able to integrate this denied part of his personality.


  Relationships also serve the plot, serving to reveal character: we understand characters better when we see them interacting, and best of all when we see them under pressure or in conflict. Characters can serve as either supporters, helping the protagonist in his quest, or as opponents, placing obstacles in his way, either deliberately or otherwise. Some characters have a specific role in the story in relation to the protagonist, serving as his lover, mentor, opposition or rival, or in a function such as a threshold guardian or herald.


  



  (10) The Shadow. The shadow is a character’s darker side, that has the potential to dominate them if they follow the wrong path. It is an extreme version of the false self. The shadow is also seen in the antagonist – the villain, opponent or rival – who symbolises the main character’s inner darkness.


  



  (11) The Breakdown – Descent Towards the Shadow. During the second half of Act II, there is usually a deterioration in the protagonist, as he desperately holds on to his defensive behaviours and so moves further and further along the path towards his dark side or shadow, and becomes more and more like the antagonist.


  There are four stages at which a character in a story can exist:


  


  
    	Integrated – At this stage, the character is in a state of balance, he has – for the most part, and for the time being – integrated the various aspects of his character and exists in a state of relative equilibrium. This is a happy and contented character. As far as creating dramatic characters are concerned, we can pretty much ignore this stage, except as an ideal, an indication of the potential of the protagonist in a story and what he might one day achieve. Or it could be used as a starting point, as a state that is threatened and that the hero must defend; or as a state that the hero loses and must regain. The integrated-protagonist might fall back or be pushed back into their old immoral and self-defeating behaviours. Balanced heroes don’t make for good stories unless the writer plans to knock them off balance.



    	Flawed – also referred to as ‘wounded’ or ‘orphaned.’ At the beginning of a story, i.e. during Act I, most heroes will be in this state, in that their world is pretty much in a state of equilibrium, but the hero is dissatisfied with his status quo: he wants more from life, even if he isn’t yet able to say just what it is that he wants. This state comes about because the hero is becoming aware, on a subconscious level, that he is not being true to himself, and so his life is unfulfilling. This is a state that most human beings in the western world will almost certainly identify with: it is one of the things that makes the hero of a story familiar to them.



    	Disordered – At this stage, the character is clinging to his coping strategy – his ‘immoral behaviours’ – so obsessively and so desperately that they have taken on the aspect of a personality disorder or a neurosis. His personality has become so one-sided that it is having a harmful effect on his own life and the lives of the people around him. Disordered characters are dramatic characters, and their behaviour has an element of tragedy about it: the audience sees that their own behaviour is causing them to fail, but the character refuses to see it. The hero of a story will be at the disordered stage during the first part of Act II, as he tries to succeed using the behaviours dictated by his false self. As he tries harder and harder to make the behaviours work, he digs himself into a deeper and deeper hole. At the midpoint of the story, that is, halfway through Act II and the story as a whole, the hero will usually be offered a glimpse of the truth, a ‘moment of grace,’ when he can see that his own behaviour is causing the problem. Whether or not he is ready to accept this truth and act on it determines, to some extent, what will happen during the second half of Act II and the build-up to the end of Act II crisis.



    	Shadowed – This is the most extreme stage of a personality’s downward arc, where the behaviour has been compared – for at least some personality types – with those of a psychosis. The character’s behaviour has moved on from anything that might be deemed ‘reasonable’ and has been taken beyond legal and moral, into the indefensible. This is the stage where the villain of a story often exists – or where the hero of a story believes the villain to exist, having projected his own shadow onto the villain. The shadow-self is our deepest, darkest, most selfish and most primitive aspect, and is also the most extreme example of the false self. During the second half of Act II, particularly during the crisis that ends Act II, this stage comes to the fore, either in the behaviour of the hero, as he makes a final desperate attempt to make his false self triumph, and/or in the behaviour of the villain, as we see the extremes that he is prepared to go to in order to succeed. During the crisis, or immediately afterwards, the hero of a story often finally recognises and integrates his own shadow, and having done so gains an understanding of the villain that will give him some clue as to how to defeat the villain.


  


  


  



  Each of the six different personality archetypes has distinct variations on these four stages, and we will explore the flawed, disordered and shadowed stages for each of the six archetypes in their respective chapters.


  



  (12) Character Development Arc. In order to be transformed and move from his flawed state to achieve the potential of his true self – to be happy and successful – the protagonist needs to integrate his shadow-self and his denied self. His story quest or journey will involve him in learning two lessons: how to overcome his immoral and self-defeating behaviour, that is, to stop the vice, and how to develop his moral behaviour, to start the virtue. The specific form of these two lessons is different for each of the six archetypes.


  
What Are You Afraid Of?


  We’ve discussed the elements that go towards making up a story character, but what is the relationship between the elements, and which are the key ones that we need to bear in mind when creating a character? The diagram below shows the relationship between the main elements of character, and plot as it relates to character, and from it we can see that the protagonist’s greatest fear is central.
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  The protagonist’s defensive behaviour (which is both ‘immoral’ and self-defeating) is designed to protect him from his greatest fear. What the protagonist wants is related to his defensive behaviour, a behaviour (related to the vice) that he will need to overcome; his need relates to a behaviour (related to the virtue) that he needs to develop. The overcoming of the one behaviour – what the protagonist needs to stop doing, and the developing of the other – what he needs to start doing – constitute the main parts of the character development arc.


  The challenge (or ‘call to adventure’) will offer an opportunity for the protagonist to overcome his greatest fear. The crisis and climax will require the protagonist to face his greatest fear. The protagonist’s life story, and his backstory within the context of the story being told, will demonstrate how he developed his greatest fear.


  Vice arises from the protagonist’s ‘immoral’ behaviour; virtue is related to his need to overcome his greatest fear and adopt a new, ‘moral,’ behaviour. The story value at stake will be demonstrated by the conflict – both internal and external – of virtue and vice, and the outcome of the conflict will be a key part in proving the author’s thematic argument. The protagonist’s greatest fear is central to our understanding of him as a character; it is a key element in understanding what the story is about – it’s thematic argument – and it provides pointers towards the content of some of the main dramatic points of the plot. It also helps us to understand the other characters in the story, who are defined by their relationship to the protagonist. Obviously, we need to come to an understanding of the protagonist’s greatest fear, but it will rarely be the place we start when creating a character or story from scratch, or when studying an existing character.


  8 | The Thinker


  The Thinker is a seeker of knowledge and truth, and he is also a solver of problems. Sherlock Holmes, Hercule Poirot, and other detectives of the classic or ‘cozy’ school are Thinkers, as are many scientists, psychologists, doctors, and trouble-shooters. Star Trek’s Mr. Spock is a Thinker, so is Frasier Crane in Frasier. The absent-minded professor and the philosopher are also examples of the Thinker archetype. He withdraws into his inner world, preferring to be alone in his study or laboratory, and the fact that he does not engage with other people can make him seem cold and machine-like. But the Thinker does have emotions and physical feelings – but they are deeply buried. 


  The Thinker likes to investigate how things work and why things are the way they are, and wants to have a thorough understanding of both objective facts and the process of cause and effect. He is methodical and persistent, analysing things in his own way, and he refuses to cut corners or to be rushed. He pays close attention to details, seeing things that others overlook, but he is not so obsessed with minutiae that he cannot see where things fit into the wider picture or the long-range view. The Thinker does not seek knowledge for its own sake: he wants to explore areas that are not yet understood, and experiment in areas that may seem bizarre, or that have previously been regarded as taboo. He likes to push the boundaries of what is known or believed possible and practical.


  As a truth-seeker, the Thinker values honesty and believes that facts are facts, and nothing can persuade him otherwise. He will reveal the truth, no matter what the consequences. He cannot be tempted by bribes or manipulated by flattery, seduction, or the promise of status. 


  The Thinker is not impressed by authority that has been gained as a result of politics, position in the hierarchy, or popularity, and he has no patience with rules or procedures that get in the way of his work. He is a non-conformist and can be eccentric, with little interest in social conventions.


  The Thinker is objective and open-minded, refusing to take anything at face value, and always needing to test the validity of any opinion, belief, or assumption. He is sceptical of quick fixes and miracle solutions, and is able to quickly pick up on contradictions and inconsistencies in arguments. He knows that what is accepted as ‘truth’ or ‘fact’ can be relative, conditional, or subjective. He is also aware that the methods used in any situation are important because the questions we ask can predetermine the answers we receive. The Thinker values genuine objectivity and freedom from attachment because he knows that our own needs can bias our judgment and prevents us from seeing things clearly. The Thinker stubbornly defends his own independence and impartiality.


  He is also imaginative and inventive, a ‘lateral thinker’ who enjoys coming up with new ways of looking at things, and different possible solutions to problems. He is able to put seemingly unrelated ideas together to create something new, or to reveal a relationship that was previously unknown. He finds great satisfaction in those ‘Eureka!’ moments when he is able to shed new light on a problem. He has a knack for identifying problems, often anticipating them before they become critical; and when there is a crisis, he is able to remain calm, articulate the exact nature of the problem, evaluate the merits of possible solutions, and explain why one is preferable to the others. 


  In the Thinker, both the need for power and the need for love are suppressed, because he has a need to avoid fear. He fears for his own safety, and so believes that he should not take risks of any kind. He is reluctant to become involved in relationships because revealing his feelings would make him vulnerable. And he avoids expressing his anger, is afraid of it, because he fears retaliation and an escalation of conflict. Rather than defend himself, he does not stand up for his own rights and will accept blame that is not really his. As a result, he tends to regard himself as a victim, brooding on the unfairness of life and his undeserved misfortune. Geeks carry their grudges with pride.


  His suppressed aggression will ‘leak out’ in feelings of pride – he regards himself as intellectually superior, objective, and uncompetitive. This arises, in part, from a feeling that he must justify his existence. He may also have grandiose fantasies about the great things he could achieve if he made full use of his genius. His passive-aggressive behaviour is also manifested in his belief that, because of his victim status, he deserves special treatment. People should respect his privacy and leave him alone, and he should be exempt from such mundane obligations has keeping house or making a living. When he does engage in work, it may be with feelings of disdain or defiance.


  The Thinker’s refusal to become involved or to take responsibility can mean that he may not actually do anything. He is able to come up with solutions to problems, but he doesn’t put them into practice, and doesn’t explain them to other people. He may agree to do something in order to avoid conflict or please someone, but then he ‘forgets,’ or keeps putting it off, or he will do the task grudgingly from a sense of obligation, and may ‘accidentally’ sabotage his own efforts.


  The Thinker sees beyond the superficial and can be extremely perceptive. His understanding of cause and effect enables him to see the root cause of a problem. Even though he prefers not to engage with other people, he does take a dispassionate interest in them and is an astute observer of human behaviour and motivation. Being sensitive to his own physical and emotional environment means that the Thinker understands other people’s feelings, and he can be especially sensitive toward those who are afraid. But while he can be compassionate, the Thinker is wary of his empathic ability – afraid that he will be overwhelmed by the fears and needs of others. This tends to make him stand aloof and isolated, even in a crowd. 


  While the Thinker may be a genius in his own particular area of expertise, he can be relatively naive when it comes to social skills. His honesty means he tends not to disguise his feelings or opinions, and he doesn’t pretend to feel something he doesn’t really feel, but this honesty and openness can leave him vulnerable. Lies and deception are alien to him, and he doesn’t expect others to use knowledge as a means to gain power or control. And while he appears cool and aloof, he does feel things deeply and takes any form of criticism or disapproval to heart. 


  His combination of truth-seeking, imagination, and perception make the Thinker the ideal problem-solver. He has a talent for solving mysteries, puzzles and riddles. He examines the evidence without bias or preconceptions and has a knack for seeing patterns or connections, and for making deductions, that others cannot. He knows that things are not always what they appear, and digs deeper to find the real meaning or the real cause of the problem.


  



  Alternative labels include Bookworm, Detective, Doubter, Expert, Intellectual, Inventor, Investigator, Librarian, Logician, Machine, Mathematician, Observer, Philosopher, Problem-Solver, Professor, Questioner, Rational, Sage, and Scientist.


  



  Occupations. The Thinker prefers jobs that keep him in the background: he is happier dealing with facts than with people. He would sooner work alone than in a team and is unlikely to be part of the workplace social scene. He excels at gathering and interpreting data, and is a master of deductive reasoning. Although he tends not to become involved with people, he is an astute observer with a good understanding of human motivations. This makes him an ideal investigator and problem-solver. He is particularly well-suited to occupations such as a scholar or professor, detective, scientist, computer programmer, archaeologist, librarian, mathematician, accountant, researcher, or philosopher. 


  (1) The Denied Self


  Denial of Need


  Rather than seeking to have his needs met, the Thinker’s objective is to achieve an absence of conflict – no conflict means no risk, and no risk means no fear. This requires that he gives up all desires, wishes and needs, settling for a very restricted existence with no potential for personal growth. In particular, he must give up those needs and wishes that require others for their fulfilment. Rather than participating in life, he becomes a detached observer. If he needs nothing and desires nothing, has no personal ambitions of any kind, the Thinker believes he can avoid conflict: if there is nothing to fight for, there is no fight. 


  If the Thinker does not want anything from life, has no goals, there is no need for achievement – what would be the purpose of taking action? He may imagine himself achieving things, but there is no point in actually doing them. To strive to achieve something is to risk encountering obstacles, conflict, and the painful possibility of frustration and failure. Better then to find reasons for not doing things. This can apply to even the most mundane activity – the Thinker procrastinates over everything. He may neglect his health, particularly avoiding physical exercise, his appearance, personal hygiene, and need for sleep. This tends to be seen as eccentricity or absent-mindedness.


  Although he has no ambitions in life, except avoiding risk, the Thinker worries about what might happen to him in the future. He tends to be fatalistic rather than optimistic. He is a doubter and a questioner and feels that rejection and failure are inevitable. He abandons ambition because he sees it as simply asking for disappointment. And if he does seek to achieve something, he is so convinced of failure that he subconsciously sabotages his own efforts. 


  Aversion to Change


  The Thinker believes that the world is cold and harsh, and that people cannot be trusted: to think otherwise or to try and change things, is simply to invite disappointment. He feels that he needs to maintain the status quo, to avoid any change that might upset the balance of his life or introduce an element of conflict. He does not see that bringing about change, or allowing it to happen, could improve his life. He has no expectations of a better life, doesn’t even allow himself to dream of one. But his pessimistic outlook means he knows there is potential for things to be worse, so it is better to maintain the present condition, no matter how intolerable it may seem to anyone else. Seeing his situation as beyond improvement, he regards people, including himself, as unalterable too: this means he is also averse to any form of inner change or self-improvement. 


  Part of this resistance to change is related to a fear of failing, of performance anxiety. The Thinker is extremely sensitive to criticism and any hint of failure feels like the threat of annihilation. This can lead to apathy or a kind of paralysis, such that the Thinker becomes unable to tackle even the most ordinary task.


  Denial of Emotions & Physical Feelings


  Emotions and ‘gut reactions’ are illogical, and must therefore be denied. The Thinker is afraid of his emotions and represses them because they cannot be subjected to logical analysis and control. Being afraid to admit or express his emotions can result in him appearing cold and emotionless. He avoids feeling by distracting himself with tasks, or he may numb himself with alcohol or drugs: even Sherlock Holmes had his cocaine habit. Repressing emotions doesn’t make them go away, and they can escape, perhaps as an overreaction to a stressful situation. It is these occasional outbursts that make the Thinker believe he is right to be afraid of his emotions. 


  The Thinker must keep his joys, pains, fears, and sorrows to himself: to reveal them is to be vulnerable and to put his safety at risk. If he doesn’t reveal what makes him happy or sad, it is more difficult for anyone to have a hold over him, to exploit his wishes. Of course, it is not possible to be devoid of emotion. The fear may ‘leak out’ and be expressed in a variety of symptoms, including anxiety or panic attacks triggered by situations that are – consciously or subconsciously – perceived as threatening. Since all emotional response is denied, there is no experience of positive feelings either. The Thinker also reacts passively to difficult circumstances and has problems responding to important life events. The lack of anger, even when provoked, makes him seem emotionless. The Thinker is actually afraid of his own anger; afraid that if it was allowed to surface, it would literally explode and have a devastating impact. If the anger is expressed at all, it is in the form of irritability or passive-aggressive withdrawal. More often, the anger is completely denied, and the Thinker idealises his calm, loving nature. He generally he doesn’t really know what he feels, and so experiences an inner emptiness.


  (2) Defensive Behaviours and the False Self


  The Thinker’s typical defensive response to any challenge or difficult situation is withdrawal. He refuses to engage in any form of confrontation or any situation where he perceives a risk. This includes withdrawal from close relationships with others in work, social, and romantic situations. When withdrawal is not possible he resorts to a sort of cynical compliance, giving in and doing whatever he has to do to avoid conflict or risk. The Thinker also effectively withdraws from himself, denying his own needs, desires, emotions and physical feelings and trying to operate on a purely intellectual level.


  The flawed Thinker needs to feel that he is intellectually superior or is an expert in some particular area. He believes that brain is better than brawn, and uses his knowledge as a way of demonstrating his superiority. He may choose not to explain things, or if he does, his explanation may be filled with jargon and be too complex to understand. He doesn’t make allowances for people who don’t have the same level of expertise, or vocabulary, as he does and regards those who can’t keep up with him intellectually with disdain and a sense of frustration. Such Thinkers often have a wish to control knowledge, to be the one who decides what is ‘true’ or of value, and who is permitted to have access to this knowledge. He regards himself as ‘protecting’ knowledge from the ‘barbarians.’ And he wants to be seen as intelligent and perceptive, so avoids revealing any areas of ignorance.


  The False Self


  The Thinker’s idealised image of himself, the person he feels he should be, is objective, logical, and independent. He should be free from desires and passions; untroubled by emotions and without external or internal conflicts. He should have no attachments to anything or anyone, as involvement in a relationship to something or someone, distorts perspective and affects the Thinker’s judgment, or so he believes. If he desires someone or something in order to be happy, then he does not view them objectively, and his judgment is clouded. And he should be completely independent and self-sufficient, relying on no one. He should never ask for help and believes that only he can come up with a solution to a problem, stubbornly resisting consideration of other opinions.


  The Thinker is very sensitive to external pressure and resists any attempt at coercion. The fact that the Thinker denies all personal wishes means that he generally doesn’t want to do anything, which can make any task, no matter how mundane, begin to seem like something he should do, in which case it is regarded as something someone is trying to force him into doing. His resistance to coercion can then mean he becomes completely frozen, immobile, and unproductive. 


  Self-Defeating Behaviour


  The Thinker observes life rather than participating in it. He hides behind his intelligence, creating a safe inner world, an abstract concept, rather than experiencing the real world directly. While objectivity can be a valuable ability, useful in being able to give up materialistic desires and unrealistic expectations, complete non-involvement leads to an and unsatisfying existence. The Thinker is aware that there is a price to pay for his objectivity but believes that suffering in pursuit of a conflict-free existence is virtuous and that he is stoical. 


  While the Thinker is a talented solver of problems, puzzles, riddles and mysteries, he is unable to apply these skills to his own inner problems, because acknowledging his inner conflict brings on feelings of panic that he cannot tolerate. Instead, he uses his abilities to discount the conflict, rationalising it away and arguing that it does not exist. This could mean that, eventually, the image of the world he has created in his head bears little resemblance to reality. He may have difficulty maintaining a connection with external reality, and risks becoming lost in his own thoughts and theories, and the stories in his imagination.


  As an outsider, the Thinker’s humour tends to be observational, bordering on the cynical and is often self-deprecating. He uses his imagination and ability to make unexpected connections as a source of humorous observations. He also enjoys puns and riddles. A flawed Thinker may direct his sarcasm at those around him; either way, his jokes might be too ‘clever’ for his audience to appreciate: many of Frasier Crane’s ‘intellectual’ jokes fall flat.


  ‘Immoral’ Behaviour


  The Thinker is guilty of a form of cowardice, a fear of taking responsibility for decisions and actions, and an avoidance of social duties or obligations. He is guilty of dereliction of duty or of neglect. The Thinker tends to comply with the wishes of others, in order to avoid conflict. But then he will put off the task or ‘forget’ to complete it. He may also subconsciously sabotage his own effort. In other words, he engages in passive resistance, perhaps without even being aware of it. This cynical compliance is always the last resort because the Thinker is afraid that if he complies with the wishes of others, he will be overwhelmed. If he doesn’t remain distant and uninvolved, people will take advantage of him. 


  (3) Want versus Need


  The Thinker’s want, arising from the beliefs of his false self, is to avoid fear. He believes he can best do this by avoiding conflict with other people, or any interaction of any kind, and instead he concentrates on an objective search for truth or knowledge. This allows him to ignore ‘irrational’ physical and emotional feelings. 


  The Thinker wants to escape from fear, and so tries to withdraw, but he needs to confront it. He wants solitude, to be left alone, but he needs to connect with other people. He wants to think but he needs to do. 


  (4) Life Story and Wounding


  As a child, the Thinker did not feel safe in his family environment. He was raised by ‘wounded’ parents, and as a result suffered abandonment, neglect, victimisation, abuse, and/or disillusionment. He was not cherished and nurtured, and so felt that he was in physical or emotional danger. To deal with this fear, he withdrew mentally, physically, and emotionally. Having locked away his feelings as an infant, he grew up with a preference for mental activities – science, maths, computers, collecting things, puzzles, word games and other intellectual stimulation. A sense of ‘not belonging’ has always been a part of his life, and he is constantly seeking safety.


  In the first days and weeks of life, an infant forms a natural attachment, to his mother, and she to him. It is this bond that allows the child to develop a ‘basic confidence’ that the world is a safe place, and that his physical and emotional needs will be met. From this secure base he can go on with his ‘symbiotic’ relationship with its mother, where he is totally dependent upon her for his needs during his first year, and then on to develop a growing sense of independence as he learns to crawl, to walk, to put food in his own mouth, and so on. 


  If the infant is born into an environment that is permanently cold, harsh, and rejecting – or even abusive – then he experiences himself as unwanted and/or his needs as unimportant or unacceptable. This type of mothering is not ‘good enough,’ and the infant’s immediate natural reaction is fear and rage. But the rage may put the child at risk of retaliation, and so has to be suppressed. And the child cannot live in a state of constant fear, so this response too is suppressed. Experiencing his environment as a source of pain rather than comfort, the child withdraws into himself to avoid the pain. Part of the infant’s pain comes from not having his needs met, so associating his needs with pain, the infant has to deny his needs in order to escape the pain. He finds safety in being ‘invisible’ – not having needs.


  The Thinker as an infant does not successfully complete the ‘attachment and bonding’ phase of his development, and as a result does not develop a sense of basic trust. The infant has been forced into a kind of independent existence before he is ready or able to do so. He is trying to look after himself even before he has any real awareness of himself as a separate and individual being. Not having a basic confidence in the world and the people around him means that the Thinker has feelings of mistrust – of the external world and of himself. 


  Oppressive or neglectful parenting are two types of unwanted or overwhelming stimuli that the Thinker may have had to contend with, but there are other equally disturbing circumstances that he may have encountered in childhood. His parents may have been inconsistent in their treatment of him or in their application of ‘the rules,’ and so he could not gain a proper understanding of cause and effect, or learn the ‘correct’ way to behave in any situation. As a result, he existed in a permanently confused and anxious state. Inconsistent stimuli can also occur when what the child witnesses as true and what he is told is true are at odds: keeping secrets, lying, and hypocrisy all fall into this category. As does the ‘discounting’ or contradiction of the child’s natural emotional reactions: ‘Don’t be silly, you’re not frightened...’ 


  Little wonder that the Thinker has problems with trust: his experiences tell him that neither people nor the world around him can be trusted to be consistent and meet his needs or expectations. He fears becoming dependent on anyone or anything because he does not believe that anything can be relied upon. If happiness depends on another person or some activity beyond his control, he would sooner forego happiness. This helps explain the Thinker’s determination not to become ‘emotionally involved,’ leading to an avoidance of love and of fighting.


  This, coupled with his fear of being overwhelmed by unwanted external stimuli, is why the Thinker fears anything that resembles coercion or obligation: he does not want his life to be influenced by the needs of others, so he avoids them. He associates the needs of others with the pain and oppression of his childhood experiences with his parents.


  The Thinker even looks at himself with a kind of objective disinterest. He dissociates, separating himself from his own experiences and his emotional responses, and repressing any thoughts or memories that might disturb him. The result is that his abstract thinking processes are well-developed, but his ‘social’ abilities are impaired: his thinking is isolated from his emotions.


  Children mimic the behaviour of their parents: the Thinker does not interact with others, at least in part, because his parents neglected him. But children also ‘internalise’ their parents, so that the beliefs and attitudes of the parent form part of the child’s own ‘inner voice.’ The Thinker internalises the critical parent, tending to treat himself in the same harsh manner that they did.


  (5) Dominant Attitude & Motivation


  The Thinker believes that the world is not safe and that he can trust nothing and no one, possibly not even himself. He is motivated by fear, fearing for his own continued existence and needing to feel safe. Rather than being motivated to achieve something, he is motivated to avoid fear, and so he avoids or resists any form of change or potential risk. The Thinker is future-focused, effectively asking: What will happen to me? How will I survive?


  (6) Greatest Fear & Crisis Potential


  The Thinker’s greatest fear is mental breakdown; he fears being unable to cope. He is afraid of ‘losing his mind,’ as this is the only thing he feels he can rely on. He fears being seen as mentally incapable or incompetent. He also fears his own physical feelings and emotions, that he believes he cannot trust or control: they are ‘irrational.’ Just the thought of reconnecting with his physical body and his emotions can bring on panic. This is related to a fear of re-experiencing the pain and frustration of his infant self. He is particularly afraid of his rage, that he believes could overwhelm and destroy him.


  The Thinker fears having to take the ‘risk’ of being responsible for making an important decision, but at the same time, he fears letting anyone else make decisions for him because he is afraid of being controlled by them. And because he has denied his own needs and desires, the Thinker fears being overwhelmed by the needs of others. He fears losing his privacy. He also fears becoming dependent on others. The Thinker fears being in competition with anyone, as a rival is a source of danger: his response would normally be to withdraw. Living entirely in his head, he tends to be anxious about the external world, becoming hyper-vigilant and on the lookout for danger. 


  At the crisis point in a story, the Thinker must face the things he fears most: he must engage with the external world; deal with his own physical and emotional feelings, and he has to take responsibility for his own life, and probably responsibility for the survival and/or well-being of others. He is forced to make decisions and to act upon them, that is, he is forced to put what is inside his head to practical use.


  (7) Contradictions


  The Thinker wants to be free of fear, but his anxieties won’t go away until he has faced and overcome his fears. He has a fear of being overwhelmed and controlled by others, yet refuses to take responsibility and act on his own behalf. He rejects himself – his true self – in the same way that he feels others have rejected him.


  A reluctance to take risks means that there can be no self-development or fulfilment. There can be no growth without challenges.


  He desires security and seeks to achieve this through independent, objective understanding. But by shunning the external world and shunning relationships with other people, he becomes locked into thinking rather than doing, and so becomes the thing he fears – useless and incapable. In relationships, he seeks security, support and guidance from others, but at the same time, he fears becoming dependent on them, leading to issues of trust, and possibly even paranoia. And his paranoid behaviour can drive away those on whom he depends.


  (8) Virtue versus Vice & Story Value


  The Thinker’s fear of engaging in situations that may involve risk prevents him from taking action, even when he has something valuable to contribute. This lack of courage can be viewed as cowardice, or it may be regarded as the sin of sloth, which was originally associated with a refusal to use the talents one had been given. The virtue in opposition to this would be diligence. 


  The Thinker can also be linked with a vice called acedia, which is an uneasiness of the mind that can be related to feelings of despair or hopelessness, despondency and impending doom: basically, a pessimistic attitude towards the future. The virtue in opposition to this would be hope.


  Key to the Thinker’s outlook on life is the issue of trust versus mistrust. He is unable to succeed and achieve happiness because of his lack of trust. If he can learn to trust in himself and others, he can gain the confidence to make decisions and to act; if he can learn to trust, he can also overcome his pessimism and become more hopeful about his future. And if he can trust others, he can engage in satisfying relationships.


  (9) Relationships


  The Thinker does not allow himself to have needs or desires, and so doesn’t expect anyone else to care for his well-being. The result is that he never becomes so attached to anyone to the extent of needing or depending on them. He is also constantly on guard against being suffocated or controlled in a relationship. This means he tends to regard people as potential problems, rather than as individuals. None of this is to say that the Thinker is completely without emotion. In fact, the opposite is true – he has strong emotions that he feels he has to keep buried inside him for his own protection. 


  Although he is emotionally detached, the Thinker is a compassionate observer, and is able to interact with family, friends, and colleagues. His objectivity means that his observations tend to be astute, and the help he offers is effective. And he expects nothing in return. 


  The Thinker is able to have a relationship with a partner, and to enjoy their companionship, but maintaining the relationship will be up to the partner. The Thinker has problems with commitment, is afraid of becoming dependent on his partner, and so prefers to keep his options open. The fact that he is unable to trust people, is suspicious of their motives, can put a strain on any relationship, as can his tendency to be controlling and inflexible. His occasionally cynical attitude and sarcasm don’t help either. The Thinker will also manipulate others by staying aloof, detaching emotionally and staying preoccupied with projects. Or he ‘tests’ others’ commitment to him by doubting and complaining.


  To have a successful relationship with a Thinker, his partner needs to be independent and not clingy; to speak briefly and straightforwardly; allow the Thinker time to process his thoughts and feelings; to listen carefully; not judge the Thinker for his anxieties, reassure him, and help him work through things; they must accept that the Thinker feels uncomfortable in social situations, and may then come across as aloof, distant, or arrogant. They need to gently push the Thinker towards new experiences. And they must avoid overreacting to the Thinker’s occasional overreaction. The inability of others to keep up with him intellectually is a source of frustration to the Thinker, and allowance needs to be made for this.


  The Thinker may have sexual relationships, but back out before they ‘degenerate into love,’ as Horney puts it. Or sex may be excluded from his life altogether, all desire being stifled. In long-term relationships, he will still maintain his distance. This may involve the need to separate intimate sexual relations from his emotional relationship with his partner so that he only has sex with strangers. Or his sexual relationship with a partner may mean that he doesn’t share his intimate thoughts with them. Either way, he will almost certainly insist on having time to himself, taking trips alone or restricting his relationship to weekends, for example.


  The Thinker’s loneliness can cause him to rush into inappropriate relationships, where others may take advantage of his social naiveté. Despite his apparent neediness, it is not uncommon for the Thinker to be the one to end a relationship, as this gives him ‘control’ of the rejection he feels he might otherwise suffer. Again, this is a case of the Thinker projecting his own feelings onto his partner.


  Other people may respect the Thinker for his intelligence and expertise, and seek his advice. Or they may be regarded him as living in an ivory tower and having no connection with the real world. Some people under-estimate ‘absent-minded professor’ types. Others may challenge the ‘so-called expert’ in order to try and catch him out. A ‘rescuer’ may see the Thinker as vulnerable and needy, and try to help him; a bully may victimise him for the same reasons.


  The Thinker at his best is kind, perceptive, open-minded, faithful and devoted, self-sufficient, and trustworthy. He can be preoccupied, and forget appointments, anniversaries, and everyday rituals, such as meal times unless reminded. He dislikes social engagements and prefers an organised and unchanging home environment. The Thinker has difficulty expressing his emotions verbally, which can lead his partner to feel that she is being taken for granted. At his worst, the Thinker is argumentative, suspicious to the point of paranoia, and pessimistic. He can be controlling, inflexible, sarcastic, and blame others for his own feelings of powerlessness. He is constantly on guard against being controlled or smothered and may withdraw or become aggressive if he feels threatened. The Thinker mistakenly believes that non-attachment provides him with freedom, when in fact he is simply terrified of commitment.


  Because the Thinker expects harshness from other people, and has a defence mechanism that allows him to deal with it, he will tend to seek out situations and relationships to which he is accustomed. He will seek out a critical, unwelcoming other as they will not threaten to overwhelm him and will allow him to keep a comfortable emotional distance. 


  (10) The Shadow – The Paranoid Madman


  The stereotypical shadow-Thinker is the mad scientist or ‘evil genius’ – brilliant but paranoid, and totally detached from healthy human emotions and relationships, and even detached from aspects of himself. He is cut off from reality. His detachment means that he can take actions without considering the emotional or physical consequences of their actions on others. The shadow-Thinker is frustrated that others cannot keep up with him intellectually, and he arrogantly regards them as inferior. He is obsessed with being right, and anyone who questions him is challenging him personally. He wants respect and recognition for his efforts but feels undervalued. He often feels that he has been abandoned by his peers, and he cannot accept any form of rejection without responding: he will betray those who he feels has betrayed him. And he will do whatever is necessary to bring order back to his life. He is also able to excuse his inappropriate behaviour by using the bad things that happened to him in the past as an excuse. He becomes obsessive in his need to organise and work out a plan of attack. He views people as pawns in a game of chess. He likes long, drawn-out attacks that challenge him as well as his opponent. He may even befriend his rivals.


  The Madman


  I want to be careful here how I use the words madness and insanity. I want to make it clear that I am not using the word to refer to a specific form of mental illness, as that would be inappropriate. I have quoted some of the symptoms or behaviours defined for paranoid and schizoid personality disorders and schizophrenia, because they provide very vivid examples; but I am not suggesting that there is a sliding scale of ‘madness’ that includes these conditions, and I am deliberately ignoring the fact that genetic, chemical and physical factors, including injury, can contribute to impaired mental function.


  By madness or insanity I mean: A disturbed mental state, including dissociation, which results in certain behaviours, and which has been caused by extreme isolation and emotional withdrawal, possibly as a result of emotional trauma earlier in life. 


  Depictions of madness in popular films and fiction have not kept pace with modern mental health care and, with rare exceptions, have presented mental illness in ways that only perpetuate old fears and myths. I would advise anyone intending to write about such matters to do careful research. Schizophrenia is probably what most people think of when they hear the term ‘madness,’ as it is perhaps the most dramatic form of mental illness. It is also, unfortunately, the most misunderstood and regularly mocked, as witness any reference to ‘I think she’s hearing the voices again.’ The causes of schizophrenia are not yet fully understood but could be a complex combination of genetic, chemical, environmental, familial and physical factors. Obviously, a character in a story is not going to become schizophrenic as a result of their experiences. But a character who undergoes such trauma that they feel a necessity to separate themselves from their disturbing thoughts and deny them, to dissociate from them, is suffering some of the symptoms of schizophrenia: ‘schizo’ means to cleave or split off. 


  Symptoms of schizophrenia, as described by M. J. Birchwood, S. E. Hallett, and M. C. Preston in Schizophrenia: An Integrated Approach to Research and Treatment include:


  


  
    	Delusions of being influenced or controlled by some external force, the individual’s own will having been replaced; they may feel impulses to do or say something that is not of their own volition. This has sometimes been referred to as ‘demonic possession.’



    	Delusions of persecution, including feelings of being watched or followed.



    	Delusions of identity, that include a loss of sense of identity or purpose, or possibly believe in extraordinary powers or abilities.



    	Auditory hallucinations, often one or more voices commenting on the individual’s thoughts or actions and referring to them in the third person; or multiple voices talking with each other about the individual.



    	Thought disorders, that may include the individual experiencing the intrusions into his consciousness of thoughts that are not his own. Or the individual may believe that his thoughts are being broadcast to others, possibly over long distances. Or the individual may experience an abrupt cessation of all thoughts and believe that they have been withdrawn by an external force.



    	Emotional blunting, an inability to laugh or cry; or the full range of emotions are expressed but are done so inappropriately.



    	Invasion by external force, e.g. x-rays, radio waves, or spirits, which is believed to have penetrated the mind. 


  


  


  Paranoia 


  The Thinker’s mistrust of people and the world can develop into paranoia and fear of persecution. He may feel trapped and come to believe that others are plotting against him. He feels that he can no longer confide in or collaborate with his colleagues. Paranoid behaviours include:


  


  
    	Suspecting, without sufficient evidence, that others are exploiting, harming, or deceiving them.



    	Reluctance to confide in others because of unwarranted fear that the information will be maliciously used against them.



    	Reading hidden or threatening meanings into benign remarks or events.



    	Perceiving attacks on their character or reputation that are not apparent to others, and being quick to react angrily or to counterattack.



    	Recurrent suspicions, without justification, regarding the fidelity of a partner or spouse. 


  


  


  Splitting / Dissociation


  At the crisis point, the Thinker may suffer a form of breakdown, becoming overwhelmed by a paralysing fear. Ultimately this may mean that he comes to mistrust even himself. In order to cope with this, he may split off this ‘untrustworthy’ part of himself, dissociating from it because he cannot accept responsibility for it. The fear and pain no longer belong to him, it belongs to this ‘other’ entity which is not him. At this point, the Thinker is detached not only from other people but also from himself.


  (11) Breakdown – Descent Towards the Shadow


  The three stages in the breakdown of the Thinker are (i) absent-minded – being present but not connected with the world; (ii) reclusive – disconnecting from others; and, (iii) paranoid and insane – disconnecting from himself. What is at stake for the Thinker is mental health – he faces the threat of insanity, of mental breakdown. 


  The Thinker tends to become increasingly isolated as a result of his detachment from relationships, his denial of emotions, and his concentration on inner life at the expense of external reality. As a result, he is starved of stimulation in vital areas of his life. This can lead him from the vicarious thrills of movies and novels to more direct forms of voyeurism. Or he may turn to alcohol or drugs for mental stimulation or escape, as with Sherlock Holmes’ cocaine habit.


  (i) Absent-Minded


  The absent-minded Thinker is so involved in his own thoughts that he loses touch with the external world. He becomes lost in the details and forgets the bigger picture, and continues tinkering with equipment and experiments, gathering data for its own sake rather than for any practical purpose. His withdrawal from reality may result, in part at least, from a fear of committing himself to a decision or solution. The Thinker feels that his work defines his identity, and so doesn’t want to bring it to an end. He also worries that people will distract him from his work, or do something to damage or sabotage it, and so he becomes increasingly wary and suspicious. He continues his work in secret, avoiding speaking to anyone about what he is doing.


  Shutting himself away means that the Thinker loses whatever social skills and confidence he once had. If he does communicate with anyone, he may be terse and cryptic in his responses, or his answers may be convoluted and filled with detail, expressed in a stream-of-consciousness that says much but explains little. Yet he still maintains his air of intellectual superiority, blaming others for not being able to keep up with him.


  The Thinker’s appearance and habits have always been a little eccentric, but in these early stages of his breakdown, he becomes neglectful of his appearance, personal hygiene, and physical health.


  (ii) Reclusive and Disconnected from Others


  This stage in the Thinker’s decline sees him move from eccentric genius to crackpot. He has become so uncomfortable in the external world that he spends most of his time lost in his own thoughts. Searching for objective truth outside of himself has become too frightening, and so he denounces the search, claiming it is pointless. To defend his position, and maintain his feeling of intellectual superiority, the Thinker seeks to undermine others by ‘debunking’ their theories or discrediting their work. He resents the apparent calm of other people’s thoughts and sets out to disturb them by adopting extreme views, challenging accepted thinking, and championing unorthodox theories. There is no truth, he argues, therefore anything can be true.


  While he still tries to give the impression of being a learned man, the Thinker’s arguments now increasingly irrational. He oversimplifies issues or gives bizarre interpretations of actual data. He no longer seems to be able to distinguish between the real and the imagined. And his grandiose image of himself as a genius may become such that he believes he has special powers, or that he is the only person who can save the world. 


  The Thinker’s breakdown is now evident to others, who step forward to help him. But he angrily rejects their assistance, treating it as an attack: an attempt to silence his ‘truth’ or to brainwash him or undermine him in some other way. To admit a need for help is to admit what the Thinker fears – that he is useless and incapable, and that calls into doubt his right to existence.


  He rejects all human contact, and his angry and disturbed behaviour causes people to reject him. He may even provoke people into rejecting him, antagonising even those closest to him, so that he can then blame them for abandoning him. He cuts off all external contact, quitting his job, ending friendships and relationships. He projects his own aggression onto others, and then blames them for being angry at him.


  The Thinker feels himself to be pursued by some unnameable horror, and still believes it to be something external to himself. He tries to find something or someone to blame for his fear, seeking the source so he can destroy it. He may destroy his own work or other objects in the world around him. Or he may seek to destroy the person or people he sees as responsible for his suffering. He tries to externalise his fear so that he can act against it. But his feelings of fear and powerlessness keep growing.


  His behaviour is erratic and irrational, and he is not aware of the world around him, so becomes prone to accidents. Things that he was afraid of – of becoming a ‘victim’ – will start to happen to him as a result of his own irresponsible behaviour. The Thinker will regard this as proof that the physical world and his own body are conspiring against him.


  In an attempt to escape, he withdraws as far as it is possible for a man to physically withdraw, sitting alone in a bare, windowless, cell-like room. Alone with his thoughts. He doesn’t realise that this is the worst possible thing that he could have done.


  (iii) Paranoia and Insanity


  The Thinker’s mistrust of people and the world develops into paranoia. He believes that those around him – especially those closest to him – are betraying him. He may also suffer from delusions of grandeur, believing that he is being watched and/or persecuted by important individuals or powerful organisations. He feels helpless and his belief in his ability to cope disintegrates. He decides that the only way to achieve the safety that he craves is to cut off all contact with the outside world and the people in it. The final physical sign of the Thinker’s breakdown is actually an absence of action: he withdraws into his mental world, completely abandoning the physical world.


  Isolated from the world, his fearful thoughts are allowed full reign, because there is no other outlet for his mental energy. His daylight hours are filled with dark fantasies and conspiracy theories, and his sleep is troubled by terrible nightmares. He becomes physically exhausted and that only contributes to his mental and physical deterioration.


  His ability to make connections, see patterns, and draw conclusions now works against him. He relates things which have no connection in reality, assigns sinister meanings to trivial everyday phenomena, and misinterprets innocent remarks and coincidences. He sees significant meanings in unimportant events and sees them as being connected to a conspiracy directed against him. He may engage in obsessive-compulsive behaviours or rituals, cling to strange talismans or develop new phobias as a way of externalising and ‘rationalising’ his fears. 


  Nightmares give way to waking delusions, as his distorted perception of reality is overlaid with hallucinations. The Thinker will reach a stage where he is unable to tell the difference between what is real and what is imagined. He will feel that now even his place of safety, his own mind, is betraying him. Ultimately, the Thinker believes he can no longer defend himself from the hostile forces using his trusted defensive behaviours. He has not found anything within himself that inspires confidence or gives him hope that he will be able to cope with the rest of his life. He just wants the terrors in his mind to stop, and his final drastic option is to withdraw from himself. Suicide is one way of escaping the meaningless and terror of his life. The other option is to split his consciousness, dissociating himself from the horrors and identifying with the part that gives him some sense of power over his disintegration. But still, the terror breaks through, making him believe he has no safe place left to hide, even in his own mind.


  At the crisis point, the Thinker may suffer a psychotic breakdown. He is overwhelmed by a paralysing fear. Ultimately, this may mean that he comes to mistrust even himself – and to deal with this he splits off the ‘untrustworthy’ part of themselves, dissociating from it, and developing schizoid behaviours. The final solution is to split his consciousness and retreat into the safe part. He detaches himself completely and identifies himself with the empty part of his mind, utterly isolated from the environment, his body, other people, and himself. He ends up helpless and dependent, institutionalised or imprisoned – figuratively or literally – the situation that he most feared.


  The irony of the Thinker’s breakdown is that he wanted to retreat from reality for a while to have the opportunity to build his confidence and ability to cope with life – but ultimately he destroyed his own confidence and abilities because of his fear and isolation.


  (12) Character Development Arc – Overcoming Fear and Developing Trust


  The Thinker needs to apply his objectivity to his own problems. He faces two challenges: (i) to overcome his crippling fear about the world outside his head, to accept his basic right to exist and feel secure; and (ii) to learn to trust other people and himself by reconnecting with his own emotions and physical feelings. 


  (i) Overcoming Fear


  Fear is the anticipation of pain, usually developed as the result of some past experience. The Thinker’s basic argument is: ‘If I do this thing, then the result will be this terrible outcome.’ So he never does the thing. It is impossible for him to move along the developmental arc unless he faces his fear. Facing his fear will make him stronger and happier. The basic steps in tackling fear are relatively simple:


  


  
    	The Thinker must admit his fear and want to overcome it. He needs to be motivated to tackle it. The motivation will come from the story or from the ally or partner, or perhaps both. Facing his fear must become more important than hiding from it.



    	He should talk to someone he trusts – the ally or partner – about his fear. Sometimes just talking about it can make it seem less scary. If the other person shares the same fear, they can tackle it together. If the other person is not afraid, they can help prove to the Thinker that the fear can be conquered. Or the ally may be someone who has already faced their own fears and overcome them.



    	Fear is based on the belief that a terrible consequence will follow a particular action. The Thinker must test this belief against reality. By nature, he is a seeker of truth, and so should want to engage in such a test. He may want to think that his fear is an indisputable fact, but he ought to try to prove it by objective testing. Fears are generally irrational, and so can usually be disproved.



    	Practice regularly and build up slowly. Break the experiment down into easy steps, starting with a step that makes him feel anxious but that doesn’t paralyse him with fear. He should concentrate on each step, rather than trying to take in the big picture. If he’s frightened of crowds, he shouldn’t think about a full stadium but should start with a small group situation. And he shouldn’t move on to the next stage until he’s comfortable with the current one.



    	The Thinker should learn as much as possible about the thing he fears. Uncertainty is a major component of fear. He can learn about fear itself, how it developed as part of our natural defences. He can learn about the parts of the brain and body involved. He can research the thing he is afraid of. And if the origins of his fear are in his past, he can gain an understanding of the circumstances that caused it.



    	Instead of thinking about what avoidance of fear is protecting him from, he should consider what it is costing him in terms of what it is preventing him from achieving. He should think about what he really wants to achieve and think about how his avoidance of fear is an obstacle to this. He should soon come to realise that his safe and comfortable life is really an illusion.



    	He should expect setbacks along the way, and not give up because of them. If tackling his fear was easy, he’d have done it before now.


  


  



  The Thinker needs to learn that feeling and expressing fear is not something to be ashamed of, and that it is not something he needs to deny. As he gradually learns to trust his own feelings, his fear will emerge and can be tolerated and expressed. The Thinker has to realise that facing fears and vulnerability, and fully experiencing one’s pain, is an empowering experience. He will need to explore the origins of his fear so that he can accept it as a part of himself.


  The Thinker operates from a position of fear: he fears that his safety is at risk, and responds accordingly. To deal with this fear, he has learned to deny all emotional and physical feeling. To overcome this defensive strategy, the Thinker must reconnect with his feelings, but this must be done in a way that he is able to tolerate without feeling overwhelmed. The first objective of anyone seeking to help the Thinker – his ally, lover or mentor – is to provide a safe environment and build a trusting relationship with him. 


  The Thinker also needs to overcome his fear of his own anger: it will not result in his own destruction or in the destruction of others. He must reclaim it, as his own personal power, so that he assertively express his own wishes and needs. His retaliatory rage has been denied since infancy, but as he begins to trust his feelings, the anger will emerge and can be expressed by directing it at an appropriate target. But this cannot be done until he has overcome his fear of expressing anger, and is able to observe his own reactions with at least some sense of objectivity. He must gain an understanding of the cause of this rage, and be able to express it in an appropriate environment. Only then can he integrate it, so that its energy can be used in the expression of normal assertiveness. The Thinker needs to learn to be assertive, otherwise his needs won’t be met. Assertiveness is covered in detail in the chapter on The Carer, as it is a quality that she particularly needs to develop.


  (ii) Developing Trust in Others and in Himself.


  Trust involves three factors: empathy, integrity, and consistency. If you want someone to trust you, you must be prepared to listen to them and understand their needs and wishes. It means being able to put aside your own thoughts in order to try and see things from the other person’s point of view. Empathy and empathic listening are covered in the chapter on The Warrior. Integrity means being open, honest and fair in your dealings with others. It means keeping your promises, telling the truth, and living in accordance with your values. How you behave must match with what you say you believe. And consistency means that your empathy and integrity should be fixed features, not things that change according to the situation.


  Trust is a two-way process – each side must trust the other. It is difficult to trust someone whose body language says that they don’t trust you. Trust grows from mutual respect. Often it arises from a situation where we respect someone’s expertise or their ability to do a particular task. Trust relies on effective communication, including being able to discuss problems or differences. Avoiding issues is not trust. Being able to express what you are feeling, whether good or bad, is a sign of respect. Being able to listen to what a person has to say, whether good or bad, is a sign of respect. If you constantly pass judgement on the other person or tell them what they ought to do, that is not a respectful and trusting way to behave. Trust also requires that we are able to admit when we are wrong, and to admit our mistakes, without becoming defensive. And trust relies on each party being unselfish and considering the impact of their words and actions on the other. A key part of this unselfishness is to be patient, to give the other person time.


  All of which applies to the Thinker’s relationships with other people, but it applies equally to his relationship with himself. He should treat himself with the same respect he would show a trusted friend. And he should come to trust his own abilities and judgement in the same way that he gradually learns to trust a new acquaintance.


  The Thinker has a need to increase his relatedness to the human world – to loved ones, friends, and co-workers. The Thinker is a very difficult person for an ally, mentor or lover to help because he is very resistant to rescue. His false self tells him that he must be self-reliant and not need anything from anyone else. He also finds it difficult to trust others. He may seem to need rescuing, and may even say he wants help, but will then play ‘yes but,’ providing a whole list of ‘facts’ showing the unsuitability of whatever person or institution has been suggested as a source of help. It is through his relationship with the co-protagonist in the story that the Thinker is able to learn to trust others and himself.


  The Thinker needs to stop withdrawing from the social world and to learn how to form secure relationships with other people. He has to be able to become a work colleague and team member, a friend, and a lover. He may need to begin with involvement in a small, non-threatening group situation so as to avoid being overwhelmed. He needs to discover what it is to be a member of a group, to be an equal, where he can give what he is able to contribute and receive the support he needs. He needs to know that he does not need to be special or an expert, rather he is accepted and respected for who he is. He does not need to achieve perfection, because his best is good enough. This should help him to overcome his performance anxiety and his fear-induced procrastination.


  The Thinker also needs to understand how his repressed anger is already expressed in his defensive behaviours. He uses withdrawal, that is a form of passive-aggression. He thinks of himself as a compassionate individual – his idealised self-image – but is actually cold, rejecting, and tends to humiliate others by belittling them. 


  The Thinker needs to access his deeply buried feelings about his mother, that is, he needs to be able to admit his hatred of his ‘bad parent.’ This is extremely difficult, as admitting hatred of a parent is not something children can do easily, and the Thinker still reacts like a child when it comes to his fears. He will need to relive his childhood experiences and learn how his feelings came about and had to be buried, to ensure his own survival. Then he can begin to let them out and properly experience them for the first time. For the Thinker, it is always easier initially to explore things in terms of facts and evidence, with emotional responses at first denied but then gradually accepted.


  The Thinker needs to reconnect with himself – without this, there can be no essential change in his relationship with the world. He needs to be able to feel emotion and the physical sensations and responses of his body. He also needs to increase his physical relationship to objects in the world – to food, work, nature, home, etc. He needs to increase sensory contact with the environment – touch, taste, hearing, smell, and vision. He needs to become more of the feeling of movement, breathing, tension versus relaxation, and specific bodily sensations associated with hunger, pain, joy, laughter, etc.


  I wrote at length about creating a ‘Great Detective’ of the Sherlock Holmes or Hercule Poirot type in Mystery in the Genre Writer series.


  9 | The Carer


  The Carer archetype is most commonly associated with the nurturing mother, and so is usually regarded as female; but the Carer also includes all of the caring professions, teachers, and any person of any gender who cares for, supports or helps to encourage and develop others. The Carer is compassionate, relating easily to people, and being sensitive to their needs. Examples include Mary Poppins, Dr. McCoy in Star Trek; Daphne Moon in Frasier; Miss Honey in Matilda, and Marlin in Finding Nemo.


  The Carer is the archetypal ‘good parent,’ providing love and being attentive to the interests and talents of the developing child. She adapts to the needs of the growing child: in its infancy, the Carer takes care of the child’s every need. As it grows, the Carer encourages it to learn how to do things and understand how the world works so that, little by little, the child can become self-sufficient. In any learning or healing situation, the Carer begins by taking all responsibility, but as the student, patient, client or protégé gradually grows stronger and more experienced, the relationship changes until finally, that person is able to function on their own. The ideal Carer wants to enable others to be and do the best that they can. She creates situations where people can grow; offering guidance, support, and protection when necessary. She emphasises the good she finds in others, bringing out the best in them and helping them to see qualities that they hadn’t previously recognised in themselves. 


  Empathy is the Carer’s greatest asset, the ability to sense another person’s fears and pain, as well as their potential. Being able to put herself in another’s shoes, the Carer selflessly helps to ease their pain, helps them face and overcome their fear, and encourages them to fulfil their potential. As well as providing nurturing and emotional support, the Carer also carries out maintenance tasks – repairing, cleaning, decorating, etc. – to enable the success of others.


  The Carer is unselfish, instinctively putting the needs of others before her own, and is willing to altruistically sacrifice her own interests in order to make sure a person gets the help they need. She has no ulterior motives, so doesn’t help others out of hidden self-interest. She loves unconditionally, expecting nothing in return. She is concerned with helping people overcome their difficulties, and provides advice, but will never judge or criticise them.


  The ideal Carer knows that self-nurturance is not selfish. She loves herself unconditionally, having a clear sense of her own physical boundaries and emotional limits and needs. She is comfortable with who she is and looks after herself. This means she is relaxed in her relationships with others and can give them the attention and help they need.


  



  Alternative labels for this archetype include the Altruist, Best Friend, Caregiver, Caretaker, Confidant, Enabler, Helper, Mother, Matriarch, Martyr, Nurturer, Pleaser, Wise Woman.


  



  Occupations. The Carer usually prefers to work with people and to help people, often in the caring professions. She may be a doctor, nurse or paramedic; a psychiatrist, psychologist, therapist, nanny or nursery nurse, or a social worker. Carers also make ideal teachers and mentors. They also enjoy other roles that involve dealing directly with people, such as customer services, or being a salesperson, receptionist, secretary, personal assistant, bank teller, barber, waitress, stewardess, exercise instructor, cosmetics demonstrator, or a veterinarian. The Carer is also happy to be a parent and home-maker. Carers hate jobs that have no direct human interaction, and they may feel uncomfortable in any role involving responsibility, where they might be called upon to make decisions that might adversely affect the lives of others. She would rather help than lead and has no interest in status or wealth for its own sake.


  (1) The Denied Self


  The flawed Carer believes that she must put others before herself, and so denies those attributes which she regards as ‘selfish.’ She regards anything that she does solely for herself as selfish, and only feels comfortable enjoying pleasurable things if she is doing them with or for somebody else. The Carer denies many of the qualities that are idealised by the Warrior, including pride, ambition, and power.


  The Carer feels that pride is selfish and that she must never regard herself as superior to others in any way, or behave in a way that others might consider arrogant. If she receives praise or admiration, or finds herself in the spotlight for some reason, the Carer feels extremely uncomfortable. Any form of public performance or behaviour that would draw attention to her directly is avoided. If she is in a position of strength, she is usually unaware of the fact, and so is unable to take advantage of it. At a crucial moment, she is unable to make use of her superior knowledge or experience. If she recognises her own abilities or achievements at all, she does so indirectly – ‘I’ve been told that I am attractive’ or ‘My friends tell me I am a good listener’ – but these observations are often disowned: ‘He says I’m a good person, but he doesn’t really know me.’ This same lack of faith in her own abilities leads her to feel that she could not survive on her own.


  The Carer doesn’t believe it is right to seek personal advantage or to have ambitions for individual success. For her, success that isn’t shared is not success at all, and so she is not competitive except in a team sense. Exploiting another person in order to win would never occur to the Carer. This can result in a fear of winning, so that if she becomes aware that she is in a position of strength, she may – perhaps unconsciously – sabotage her own chances of success. 


  The Carer believes that it is wrong to take anything or anyone for granted and that everything must be fairly earned. She should be content with what little she has, and should not want anything more. And because of her fear of success, she finds it difficult to accept credit, even when it is properly deserved: she minimises her part in it, or puts it down to good fortune, arguing that ‘it happened,’ rather than her achieving it. She also thinks it is presumptuous to hold an opinion or conviction of her own, and so yields easily. 


  Although the Carer may have feelings of hostility, she does not express them directly in the form of aggression – except when she loses control. She is afraid of fighting, and even of disagreement. Self-assertion is something the Carer has a problem with, making it difficult for her to defend herself, to speak up when unjustly reprimanded, to complain about poor service, or to protect her own rights. Rather than fight, criticise others, or defend herself, she would rather give in, accept the blame, or ‘understand’ and forgive the other person. As a result, she is sometimes unable to seek justice when she is wronged: she feels she must forgive.


  (2) Defensive Behaviours and the False Self


  The Carer’s typical defensive response to any challenge or difficult situation is compliance. She tries to discover what others want or need from her, and provide it for them. She sacrifices her own needs or desires in order to do this. She believes that if she does not do this, she will be rejected or abandoned.


  The False Self


  The Carer’s false self, her idealised self-image, consists of those qualities that she believes make a person ‘loveable’ – being unselfish, generous, considerate, helpful, understanding, humble, and sympathetic. She is meant to be the epitome of self-sacrifice, to the point of being a martyr: she should be ready to sacrifice everything, including herself, for the person or people she loves. At heart, the Carer’s false self is a people-pleaser.


  Self-Defeating Behaviour


  The flawed Carer has not developed the ability to nurture herself: she’s good at helping others and giving advice, but isn’t any good at following it herself. By denying her own right to assert her individual identity –– her true self – the Carer is quite literally self-defeating.


  ‘Immoral’ Behaviour


  In order to be a compliant people-pleaser, the Carer must suppress her aggression and her need to express her individuality. She believes she must live life vicariously through the person or people she loves, rather than having a life in her own right. Because the Carer tries to suppress her aggression and her natural desire to be a unique, individual human being, these ‘leak out’ in the form of behaviours that adversely affect other people, her ‘immoral’ behaviours. 


  The Carer’s ‘secret power,’ empathy, can be used for evil – to undermine people and to engender feelings of guilt, that she uses to manipulate people into meeting her needs for human companionship and affection. She lacks self-esteem, and believes that she is not worthy of love, and so ends up using devious means to have her need for nurturance met. The Carer also tends to blame other people for her own self-hate, believing that others are accusing her or despising her.


  The Carer’s relationships eventually become more about her getting her own needs filled and less about giving to others. She will use whatever is necessary to draw people towards her and keep them there. She tries to convince herself that others want her around but begins to fear that they will desert her. She is terrified of being abandoned and angry at being made to feel this way. 


  (3) Want versus Need


  What the Carer wants is a relationship, which she believes will bring her the love that she craves. And she thinks that she will find such a relationship by trying to live up the ‘lovable’ image that is her false self. Any story goal she chooses, and any action she takes towards that goal, will reflect this want.


  What the Carer needs is to discover, or rediscover, her own identity, her true self. To be able to do that she will have to accept the aggressive side of her character, and put it to positive use to assert her right to be an individual and to have her needs met. She needs to discover her true self in order to have something to give to a relationship.


  (4) Life Story and Wounding 


  The Carer, as an adult, is searching for love, a behaviour that is almost certainly carried forward from childhood. This implies that – for whatever reason – love was missing or in some way restricted during the Carer’s early life. The other key characteristic of the Carer is that she feels she should take care of other people, another behaviour learned early in life.


  As a child, the Carer learned that love was conditional and that she only ‘deserved’ nurturance if she behaved in a way that pleased her mother. Affection had to be earned and was not hers by right. In effect, the child had to put her mother’s needs before her own, and in some cases the child has to take on the role of caregiver for a needy parent. She came to believe that having needs of her own was selfish, and so she repressed her own needs and feelings. She feared being abandoned or rejected if she didn’t please her parents. 


  A child typically becomes more adventurous and independent from the age of ten months or thereabouts. If the child’s mother responds to this by encouraging it and taking delight in it, the child will continue to develop independence. However, if the mother is anxious and overprotective, she will give the impression that independent behaviour is dangerous, and the child will become afraid of attempting further independent activity. Similarly, if the mother physically restrains the child or punishes her, the child will come to believe that self-expression is ‘bad’ and so avoid it in order to please her mother.


  The result of this is that the child doesn’t develop her own identity by interacting with the environment; she doesn’t develop a sense of what she personally likes or dislikes to do. Instead, she mirrors her mother’s view of the world and her preferences, and so the Carer begins to assume her false self-identity. It is the mother’s response to the child’s defiant ‘no’ that determines whether the child will go through life regarding assertive behaviour as being unacceptable.


  The development of a ‘self’ requires a combination of indulgence of the child’s developing abilities, encouragement and support from the parent, and an environment that provides an optimum level of frustration in the child’s acquisition of abilities, concepts, etc. The mother often prevents the child from experiencing the kind of frustration that would lead to the development of initiative in dealing with life. She removes sources of frustration, or solves problems for the child, rather than allowing her to learn how to do it herself. Effectively the mother encourages dependency and discourages initiative. As a result, the child is unable to develop her own sense of individuality, as she doesn’t feel that she can, or should, do things for herself. The child comes to see autonomy as wrong, perhaps even dangerous, and so her natural need to ‘individuate’ is denied. 


  The Carer, like all children, has the need for autonomy, but her mother’s reaction to her attempts at individuation cause her to fear seeking it. As a result, she fails to fully separate from her mother, and does not develop adequate ‘self-other’ boundaries – she is confused about where she ends and her mother begins, because she remains in the ‘symbiotic’ relationship with her mother. This means that she never fully develops a sense of her own identity, of who she truly is. Instead, she develops a false self that causes her to see her identity not in herself but in others.


  (5) Dominant Attitude and Motivation


  The Carer believes that in order to be loved, she must meet the needs of others. The ideal Carer has an unselfish desire to help others. The flawed Carer may seem to be helping others, but her actions are not entirely unselfish. She seems to be offering love but is in fact seeking it. She wants to be seen as generous, caring, and self-sacrificing, and avoid doing anything that seems selfish, self-aggrandising or egotistical.


  The Carer needs to be in a loving relationship in order to feel complete, so is motivated to find such a relationship, and to keep it once she has it. The flawed Carer may want to control the relationship, to try and make it into the perfect image she has in her head. She may want people to be dependent on her, to be regarded as indispensable.


  The Carer is past-oriented, dwelling on past hurts and disappointments; and perhaps wanting to regress to her childhood where she had a ‘symbiotic’ relationship with her mother and had all of her needs taken care of.


  (6) Greatest Fear and Crisis Potential


  If you were to ask the Carer what her greatest fear was, she would say losing her partner or family, because she loves them very much. There is also an unconscious element to this fear: losing her partner or family would also mean losing her own identity and purpose in life. She fears being alone with no one to care for. ‘Losing’ someone would also include that person leaving of their own accord; the Carer fears being abandoned or rejected, and for someone to leave her would amount to a betrayal, even if it was in that person’s best interests to move on. She would also say that she fears being unable to help a person she loves, or not being there to save them when they need it. 


  But the greatest fear of the flawed Carer is of having to face her own inner needs and having to recognise that she needs nurturing herself. This would force her to admit that she has no identity of her own, outside of her relationships with others, and that she needs to reclaim or discover her individuality, which is a terrifying prospect for her. The Carer really fears being unworthy of being loved or of being unwanted in her own right. She is afraid of driving friends and loved ones away. She’s also afraid of her own emotions, especially her anger. 


  For a Carer, the crisis occurs when her natural need to assert her individuality and her own needs as a person – to ‘find herself’ – reach a point when they are as strong, and as important to her, as her need to ‘lose herself’ in a relationship with another person. This is the point when all of her doubts and fears, and her aggression, come out into the open and clash in the most dramatic way possible. Her manipulation of others, or refusal to be her true self, drive others away, causing them to reject or abandon her, leaving her alone. Rather than depending on others to rescue her, she must take responsibility for herself and ‘rescue’ her true self.


  (7) Contradictions


  The Carer feels that what is missing in her life is a ‘perfect’ relationship: with this, she will feel whole. But what is really missing is herself: she does not have an identity of her own. She is quite literally selfless. Until she discovers her true self, how can anyone know her and love her? Before you can give yourself to someone else, you first have to have a self to give. Because she wants a relationship, the Carer gives to others expecting to receive love in return: this is selfish rather than the selflessness she claims it to be. And her attempts to manipulate others into giving her what she wants can become overbearing, eventually driving others away and bringing about what she fears most: rejection and abandonment.


  The Carer’s behaviour, motivated by her desire to live up to her false self-image, is self-defeating for several reasons. The Carer wants to be loved for herself, but her self-identity is missing – she doesn’t really know who she is, and so no one else is going to see her true self. Any recognition she does receive will be for her false self-image, and so won’t be the genuine love she seeks. She is trying to buy love with ‘good’ behaviour. The Carer manipulates other people – using guilt – to get the attention she wants; but since she is making people respond, she doesn’t get the genuine love she is seeking. She is trying to get love, or failing that sympathy, with passive-aggressive behaviour.


  Denying her own aggression, the Carer is – secretly or openly – attracted to it in others. She might deny it, because she is afraid of aggression, but she recognises it as being a part of herself that she is missing. The problem is that because she has not integrated her own aggression and learned to channel it appropriately, she is indiscriminate in her admiration for aggression in others. She is not able to distinguish whether someone is self-confident or simply arrogant, or someone who has strength versus someone who is a bully.


  As a result, the Carer can find herself falling into relationships where she is dependent on a Warrior-like personality, or even into a relationship where she is abused by someone who seeks to take advantage of her.


  (8) Virtue versus Vice and Story Value


  The Carer’s sin is selfishness which is expressed in a form of extortion: she misuses her position of trust, as a carer, to gain what it is that she personally wants. Her actions are effectively a betrayal of the person she is claiming to help. At the same time, she feels betrayed when people do not provide her with the affection she seeks.


  Values that can be explored through a Carer-hero include selfishness versus selflessness; love versus exploitation; resentment versus charity; or any exploration on a theme related to betrayal.


  (9) Relationships


  The Carer longs for the ideal relationship, which can mean she feels a vague sense of dissatisfaction in all her relationships, with friends as well as lovers. She needs human contact and cannot stand being alone for any length of time: being alone is proof of being unwanted. She needs others to give meaning and joy to whatever she is doing. She needs to do things with someone else, or rather for them. She wants to live through them.


  At her best, the Carer makes others feel valued and cared for, creating an environment where people feel safe and at home. She makes her friends and partner feel appreciated and loved. She stands by loved ones through suffering or conflict, no matter what the cause, and is tolerant and forgiving. As a result, people tend to trust the Carer, appreciating her kindness and generosity. The Carer can also see people’s potential and encourages them to fulfil that potential. 


  Some people may take advantage of the Carer, especially if they recognise her as being desperate for attention. She may not become aware of the exploitation until much later; at which point she may react with intense anger at herself and the exploiter.


  To have a successful relationship with a Carer, her partner needs to show that they appreciate the Carer, that she is special and loved, and that they are glad to be with her. Sharing is important to the Carer, so it is important that her partner not keep things to himself. The partner must also take an interest in the Carer’s problems, even though she will want to focus on the partner’s problems. The Carer is particularly sensitive to criticism, so her partner needs to be careful in how they express it.


  (10) The Shadow Carer – The Devouring Mother or Scorned Woman


  The Over-Controlling Mother


  The Over-controlling Mother is also known as the ‘devouring mother’ or as someone who ‘smothers’ her loved ones. She is afraid that the people she cares for will abandon her and is devastated if someone she cares for leaves. She believes that others cannot survive without her, but in reality, she can’t survive without them. She believes she’s helping people, but really she’s meddling in other people’s lives in order to avoid having to face her own problems. Her whole identity is dependent on being their carer; they give her life direction, and she can’t do anything alone. She will hurt others ‘for their own good,’ but can also be genuinely helpful and caring. Her life means nothing without a ‘family’ of some sort for her to run. She needs to be in control of things. She can justify any action taken to preserve the integrity of her family.


  This smothering side of the Carer wants to maintain forever the relationship between mother and child. It is a need to feel needed. The term ‘devouring’ is used because the Carer virtually swallows up the person she is caring for, the boundaries between mother and child disappearing. There is always the potential in any close relationship for one party to feel that they are being smothered by the other as a result of the other’s hunger for connection. The smothering potential is always present for the Carer, and it is not unusual for people to feel fear when they experience any relationship so loving and accepting that their boundaries begin to disappear. The fear of being swallowed up by another can be strong, and if our nurturing is a way of avoiding our own loneliness and hunger for connection, the potential for crippling the other is great. The irony, of course, is that such negative Carers devour others while also feeling devoured themselves by the caregiving role.


  Men and women can bring their own neediness to relationships, expecting the person they love to fill their emotional emptiness. Women often do this by wanting to share everything and do everything together, almost in a return to a mother-daughter relationship. Women may also expect their lover to take on the role of father, perhaps supporting them financially, but certainly protecting them from difficulty. If he doesn’t comply, she falls apart and cries, causing him to respond as a rescuer, comforting her.


  The Over-controlling Mother may harm her child so that she can bring her to the hospital and receive recognition for the way she’s caring for the child. Or she may kidnap someone else’s baby in order to have someone to care for. Or she can steal what someone else has created and claim it as her own in order to be seen as contributing something to society. She’s also the mother who projects her own disappointments onto her daughter so the daughter won’t leave and have her own life – manipulating others into letting her help them by taking over their life. Examples of the Over-controlling Mother include Annie Wilkes in Stephen King’s Misery and Rose, the ‘stage mother’ in the musical Gypsy.


  The obsessive stalker, whether male or female, also belongs to this category, as does anyone who idolises another person to the point of creating a ‘shrine’ to them, or trying to be them.


  The Scorned Woman


  The scorned woman is the other form of the dark side of the Carer type, and its most aggressive aspect. Her rage is the result of feeling abandoned by her husband and/or children. She has no life if she doesn’t have a family of some sort to control – either her own nuclear or extended family, or a group of friends or colleagues who play the same roles. She will do anything, can justify any action, to maintain this family unit. 


  The scorned woman feels that she has sacrificed everything for the good of the family, and as a result demands their loyalty. She is the matriarch who controls everything that goes on in the home. She cannot allow anyone to leave the family unit, and any attempt to leave is seen as a form of betrayal, which is the worst possible offence in her eyes. She will project her own disappointments onto her daughter so that the daughter won’t try to leave home and live independently. She feels devastated or helpless when relationships end and is preoccupied with fears of being abandoned. She is enmeshed with her husband or partner, as if they’re one person, and doesn’t see him as a separate individual.


  If her husband has betrayed her by having an affair, then the ‘other woman’ had better watch out, because the scorned woman is more likely to go after her than to take it out on her husband. Her identity is so closely tied to her husband – without him, she has no identity – that she will always want to try and salvage her marriage if possible, and regain control over her wayward husband. 


  But if reconciliation is not possible, then she will do whatever is necessary to save face and keep family problems hidden from outsiders. And if that means killing her husband rather than losing him, then so be it.


  Examples of the scorned woman include the character played by Glenn Close in Fatal Attraction and the character of Bree in the earlier seasons of Desperate Housewives. 


  (11) Breakdown – Descent Towards the Shadow


  The three stages of the breakdown of the Carer are (i) the self-sacrificing martyr – manipulating people by caring for them; (ii) the dependent victim – manipulating people by demanding care from them; and (iii) the devouring mother or scorned lover, manipulating people by dominating or coercing them, and perhaps ultimately, destroying them or herself. 


  (i) The Self-Sacrificing Martyr


  A genuine martyr is someone who selflessly sacrifices themselves for their beliefs, usually for the good of others, and as such is admired. The self-sacrificing martyr type is someone who behaves as if she is suffering for the benefit of others, but is motivated by a need for affection: she wants to be seen as generous, but her actions are far from selfless. No-one asked her to ‘sacrifice’ herself in this way, she is self-appointed.


  As her fear of abandonment increases, the Carer’s attempts to ‘help’ other people become more intrusive. She regards herself as a trouble-shooter, agony aunt, counsellor and match-maker. She also becomes increasingly possessive, and because she is ‘sacrificing’ her own needs to meet those of other people, she feels that she has a right to be part of their lives and that they should share private details with her. She may consider her relationship with someone to be much closer than it really is, and she can embarrass friends or acquaintances with excessive public displays of affection, such as hugging, kissing or touching. She might also reveal intimate or embarrassing details about her own life, or other peoples’, regarding gossip as a kind of currency she can use to gain attention. She can also become jealous of relationships that do not include her and may seek to undermine them by playing people against each other.


  She is unable to assert her needs directly, and so manipulates others using a combination of giving and guilt-induction. What appear to be selfless acts have strings attached. She tries to maintain her hold on people by doing things that will make them feel indebted to her, because she believes that by being indispensable, she won’t be abandoned. The flawed Carer is apt to try and form co-dependent relationships, where the other person becomes dependent on the care the Carer gives them, and in return meets the Carer’s need for attention. The flawed Carer is more likely to reinforce the other person’s dependency than to reduce it over time. Even though this is self-serving, the Carer still manages to convince herself that her actions have no ulterior motive. This intrusive and possessive behaviour can eventually degenerate into obsessive stalking in some individuals. 


  Gradually, the Carer gathers around her a circle of needy or dysfunctional individuals. Spending so much time on the lives of so many people means that her genuine obligations to work, to friends, and especially to her own family begin to suffer. The Carer can no longer be depended on for support, as she’s off elsewhere, providing no very real help to a larger and larger group of people in a desperate search for attention. But as this circle expands, she finds himself becoming over-burdened and suffering mental and physical exhaustion. She regards this as further evidence of self-sacrificing behaviour, and it marks the point at which she begins to use her ‘suffering’ as an unselfish way of seeking attention.


  The self-sacrificing martyr believes that she is always giving to others, she has to do ‘everything,’ and never gets enough back. She feels that she has sacrificed much in her life for the benefit of others, and deserves recognition. This feeling that no one values her is a reflection of the Carer’s inability to appreciate herself.


  The Carer feels that she is entitled to attention from those around her, she is owed a debt as a result of her many sacrifices, whether those sacrifices are real, or grossly over-valued in her mind, or even imagined. She credits herself with other people’s success – ‘If it hadn’t been for me…’ She doesn’t see her expectations of ‘repayment’ as being unreasonable, and so is not prepared for the inevitable disappointment. As her needs are not met, despite her covert manipulation, resentment begins to grow. The manipulation and the resentment are both caused by her suppressed aggression, which ‘leaks out’ in the form of resentment and irritability, as life becomes more and more stressful for her.


  During this first phase of the breakdown, the Carer has gone from being someone who enjoys helping others, to someone who enjoys seeing people have problems, because – for the Carer’s self-image – the helping is more important than the actual well-being of the individual.


  (ii) Dependent Victim


  During the first stage of the Carer’s breakdown, she came to benefit from the problems of others, welcoming them as an opportunity to demonstrate her ‘selfless’ nature. She takes things further in stage two by actively causing problems that she can then ‘rescue’ people from. While pretending to be a helper, she may actually be subtly – and perhaps even unconsciously – harming the other person by re-opening old wounds so that she can be the one to tend them, or by criticising them and damaging their self-confidence. She justifies her words by claiming to have no ulterior motive – ‘It hurts me to say this, and I’m only saying it because I love you…’ – using the old ‘It’s for your own good’ argument.


  The Carer’s meddling and self-serving behaviour causes people to begin avoiding her, which heightens her fears of being rejected and abandoned. She is not able to admit that she has brought this on herself, and so has to rationalise it by blaming it on the selfishness of the others, who are not prepared to recognise her sacrifices and suffering. As she becomes more desperate, the Carer will settle for any kind of attention she can get: pity will do if love is not available. She uses her suffering – of illness or misfortune – to this end.


  Rather than avoiding suffering, the Carer fosters and emphasises it. Her suffering is a plea for the sympathy and attention, and she believes it entitles her to receive them. She can also it as an excuse for her own irritable, vindictive, passive-aggressive behaviour: her suffering entitles her to understanding and forgiveness and should arouse sympathy no matter what she does. Others should want to help her, and if they don’t they are heartless. And suffering can also be blamed for not taking responsibility for her own life, and for her lack of ambition: she would be able to achieve so much more if she were not cursed with such misery.


  The Carer may have genuine physical or emotional wounds because of her treatment by others, but her desire for attention leads her to exaggerate when she is hurt or in need. She may have suicidal feelings, or engage in other forms of self-harm, including binge-eating or drinking, out of a need for attention. Hypochondria is common in this type. 


  The Carer’s defensive behaviour is to comply or to submit. To avoid conflict, she will readily admit guilt – ‘It’s my fault.’ By apologising and criticising herself, she hopes to elicit sympathy – she wants people to say ‘You mustn’t blame yourself.’ She may even beg for forgiveness or for mercy, emphasising her helplessness. When it comes to inner conflict, the Carer takes the same approach. She cannot externalise it and blame others – her false self-image is to be understanding and forgiving – and so she must accept the ‘blame’ for the aspects of herself that she despises. And in her mind, she exaggerates the feelings of guilt and helplessness – emphasising her own suffering. She lives with feelings of guilt and inferiority as a result of her inability to live up to the image of her idealised false self. She externalises the self-hate that these feelings engender, believing that others are accusing or despising her.


  The Carer’s whole (false) identity is based on the belief that if you give to others, then you will ‘earn’ love in return. But she increasingly fears that this may not be true, and this makes her defensive behaviours even more important to her. And these growing fears increase her feelings of anger, that simmer away under the surface: an eruption is imminent. Typically, she will express her resentment through suffering, which allows her to express her aggression passively, getting her revenge on people by making them feel guilty. She may express her rage in other ways, punishing them by withdrawing her love, or belittling them and predicting their failure: ‘You won’t be able to cope without my help.’ She complains bitterly about how she has been treated, how her health has suffered as a result of the sacrifices she has made. And she won’t let people forget the help she has given: ‘Remember what I did for you?’ Her resentment may grow to the point where she gives vent to a violent flood of accusations. But while these express her true feelings, she will usually claim that she only said these things because she was upset and ‘wasn’t herself.’ 


  If the Carer does do something that makes her genuinely feel guilty, the only way she can deal with the guilt is to turn it around and convince herself that she is in fact the victim. The deeper her sense of wrong-doing, the more desperate her attempts to prove and exaggerate the wrong done to her, and the more likely she is to convince herself that she feels wronged. 


  (iii) The Devouring Mother or Scorned Woman 


  As the Carer-hero reaches her darkest hour – the crisis point at the end of Act II – there are two possible courses her breakdown can take: meltdown or vengeance.


  Option 1 – Meltdown


  At the moment of crisis, the Carer realises that her behaviour has been truly selfish and that she may even have harmed others: she has proved to be exactly the opposite of her idealised self, and as a result has suffered the fate she feared most, being abandoned by those she cares about. This causes a physical and emotional breakdown. Again the Carer is a victim and martyr to suffering, and other people have to step in and care for her.


  At times of great stress, ‘falling apart’ may have powerful appeal to her as a way out of her difficulties and responsibilities. She can give up the hopeless struggle for love and the frantic attempts to fulfil contradictory ‘shoulds,’ and free herself from the terror of self-accusation by accepting defeat. Going to pieces under the assault of an unfeeling world appeals to her as the ultimate triumph – it is the ultimate sacrifice of her martyrdom. It absolves the Carer of all responsibility for her words and actions, which would otherwise make her unlovable. Her meltdown legitimises her claim to have worn herself out caring for others, and her suffering induces guilt in those who have not been providing the Carer with the love and attention she has been craving. 


  The exact nature of the meltdown would depend on the specific character and situation of the story; and the outcome – whether or not the Carer-hero overcomes the crisis – will depend on the thematic argument of the story, but there is plenty of scope for histrionic scenery-chewing by your lead character, as well as for a dramatic redemptive, ironic, or tragic ending.


  Option 2 – Vengeance


  At the moment of crisis, the Carer may still refuse to accept her own failure to live up to her false self-image, and may still regard herself as an innocent victim. She may believe this despite all evidence to the contrary – particularly if her own actions have caused very real harm to others: her behaviour may have been such that admitting it would destroy her. And so she turns the blame on others, and since her aggression has now been unleashed, she sets out for revenge on those who have caused her suffering. This is the path chosen usually chosen by the ‘scorned woman’ variation of the shadow-Carer.


  As her need for positive attention becomes more desperate, the Carer’s behaviour becomes more histrionic, and she becomes less discriminating about where she gets the attention. She will enter a relationship with anyone who offers her even a hint of attention, and these relationships may turn out to be abusive and destructive. And she will settle for pity if love is not forthcoming, using her suffering – of illness and misfortune – to elicit sympathy. She now demands attention on her own terms, though her subconscious is still providing justifications for this more aggressive approach.


  Her obsessive drive may lead her into abusive relationships, which may harm others or herself, or both. She may even use coercion, forcing others into inappropriate relationships. It is possible that some forms of paedophilia have their roots here. Having trusted roles as carers, and being both manipulative and self-deceiving, Carers are in a position to take advantage of children. The vulnerability of the child attracts the Carer, and when the child expresses fear, the Carer can take on the role of rescuer. 


  How does the Carer reconcile such behaviour with her idealised self-image as a helper? She uses rationalisations to avoid any feelings of guilt, deceiving herself into believing her actions are morally justified, and so keeping her conscience clear. Effectively she has defined herself as ‘good’ – her self-image doesn’t allow for any other definition – and therefore anything that she says or does is motivated by good. This is not a case of the ends justifying the means, which admits that an ‘immoral’ act has been committed but towards a ‘moral’ end, but rather the argument is that the Carer is incapable of any ‘immoral’ act, therefore anything she does is, by definition, ‘moral.’ This absolves her of all guilt, as it doesn’t have to be applied on a case by case basis. She believes that everything she does is well-intentioned – ‘It is for their own good’ – so her conscience is always clear. This is the same kind of self-deceit that lies behind all forms of moral and/or religious hypocrisy.


  Once her aggression has been allowed to surface, long-held grudges and resentments come to the fore. She no longer hides her bitterness, and complaints about the terrible way people have treated her are poured out. The Carer’s self-hate is externalised, turned against someone she previously cared about: her need for love becomes a desire for destruction. She will destroy the thing that makes her feel bad. If she feels she has been betrayed by a lover, for example, she may set out to ruin their lives – ‘If I can’t be happy, then neither can you’ – or even kill them – ‘If I can’t have you, no one can.’ 


  Even though love has turned to hate – or, rather, self-hate – the Carer is still defining herself in terms of her relationship with the other person. 


  Where the ideal Carer believes in self-sacrifice for the good of others, the Carer who undergoes a breakdown becomes someone who is prepared to sacrifice others in her search for the love she craves.


  (12) Character Development Arc


  The two major challenges faced by the Carer are (i) to overcome her dependence on others, and (ii) to learn assertiveness, to regain her own power, in order to be able to ask that her needs be met. The Carer needs to extend her empathy and sensitivity to include her own feelings, not just those of others. She must commit to herself in the same way that she has committed to others, and accept that it is as important for her to receive love and help as it is for her to give them. Without a genuine acceptance of her own woundedness, the Carer cannot even begin to understand the suffering of others, let alone help them overcome it.


  The Carer needs to find other sources of self-worth besides helping others. She has to learn that she cannot find happiness in someone else, through doing things for them: she can only find it within herself. There must be a reduction in her sense of obligation towards others, and in her feelings of guilt relating to self-expression, especially her fear of harming others by expressing her individuality and her fear of succeeding at their expense. She needs to become comfortable being alone with herself, and able to spend time in self-reflection.


  The circumstances of the story should provide the Carer-hero with an opportunity to learn how to be alone with herself. This may involve a change in the home such as having to live alone; or the end of a relationship; or the death of a partner, or their temporary absence, perhaps because of illness. Or the Carer’s children may leave home, leaving her with an ‘empty nest.’ Or perhaps it is the Carer who has to stay at home because of illness, and so cannot engage in her usual ‘helping’ activities. It may include a situation where the Carer-hero is forced to take on a position of responsibility, as the leader of a group or head of a business. 


  The Carer has a tendency to rush into another relationship when one ends: she needs to learn to take some time to reflect and think about why the relationship failed, which she can only do by getting to know herself better.


  Finding herself includes finding work and leisure activities that suit her real personality, her interests, and her skills and experience. It is about finding out what she wants to do, rather than doing what she feels she ought to do. In discovering and defining her real identity, the Carer may need to associate with different people, people whose interests and beliefs more closely match those she is discovering to be her own. The self needs to be identified in terms of ambitions, aptitudes, skills, preferences, tastes, etc. Who we are is defined in part by the people we choose to identify with, and by the qualities we choose to internalise and make our own. This will also probably include a need to abandon relationships that are holding her back, trying to force her to be her false self.


  (i) Overcoming Dependence


  Overcoming dependence means learning to engage in genuinely reciprocal relationships, rather than engaging in behaviours designed to ‘get’ love. It requires being able to ask for love and to ask to have your other needs met. And it means learning to take responsibility for your own life, to be able to nurture yourself and to be comfortable on your own.


  Co-dependent Relationships – The Carer and the Warrior


  The ‘morbidly dependent’ person, as Karen Horney calls them, regards gaining love as her ‘ticket to paradise.’ It is the solution to all of her problems – no more loneliness or feeling lost and unworthy; nor more responsibility for self and no more struggles with a harsh world that she feels unequipped to deal with. Her lover will provide protection, support, affection, encouragement, sympathy, and understanding. He will provide her meaning and a feeling of self-worth. He will take her incomplete self and make her whole. The Carer regards herself as a victim who is in need of such a rescuer. The Carer also has love to give, and wants to lose herself in a loving relationship, effectively merging herself with her lover and ‘becoming one.’ She wishes to surrender herself completely. By doing this she believes she can become her idealised or false self.


  Dependent relationships result from choosing the wrong partner – in the case of the Carer, that means becoming infatuated, or ‘spellbound,’ by the Warrior. The Carer has denied her own aggressive drives and pride, and so is fascinated by these qualities in others. To be in love with such a person is to gain her other half, to become whole. The Carer doesn’t realise that the Warrior has qualities that make him an inappropriate choice of partner. Of course, putting these two opposites together can make for a dramatic story!


  Dependence does not only occur in romantic relationships, it can also be found in friendships, parent-child, teacher-pupil, doctor-patient, and leader-follower pairings as well. 


  The Carer wants to help people, the Warrior wants to dominate and use them. He is demanding and she is complying. This can mean that, at least initially, the two may get along quite well. But clashes are bound to occur eventually. Stories about such relationships often begin with a clash, some offence on the part of the Warrior, that initially angers the Carer – but which also fascinates her and draws her towards the Warrior. Or it may be the Warrior’s arrogant lack of interest or rejection of the Carer that is the ‘inciting incident’ for the relationship.


  The Carer becomes totally absorbed in the relationship and her life centres on her partner. She loses interest in everything else, including other relationships and her work – unless her work involves the Warrior. Everything she does is directed towards trying to please him. She doesn’t make plans to do anything – she needs to be available in case he calls her. Her greatest fear is doing something that antagonises him; she is terrified of losing him. As a result, she treats other people in her life badly – friends exist only to fill the time when he is not around, and engagements are cancelled at a moment’s notice in favour of doing something with him. And because she defines herself through him, she begins to see her friends and relatives through his eyes: if he disapproves of them, she may stop seeing them. Because she will do anything for him, the Carer puts herself at risk – she may fall into debt, risk her health, her reputation and her dignity. Others may see this decline, but she will not see it herself.


  When the Warrior does not respond as she wishes, the Carer feels that she needs to be understanding and forgiving – and it is her character to take on the blame, even when she is not at fault – but what she is really doing is making excuses for his inappropriate and possibly abusive behaviour. The Warrior feels that whatever he demands is his by right, and so he does not show appreciation for what he receives. It is not in his nature to express appreciation, no matter how highly he regards something or someone: it is simply taken for granted. But he is quick to complain when his demands are not met, accusing the Carer of being lazy, mean, inconsiderate, and unappreciative. 


  The Warrior is afraid of positive feelings and so denies them. The Carer’s desire for love and closeness repels him, and he cannot help but push her away. He wants to control her and make her dependent upon him, which is why he may turn her against her friends and relatives, but her neediness and clinging frightens and repulses him: these are qualities he hates in himself, and she embodies them. He regards any attempt by her to ‘win’ his affection as an act of coercion, as implicit demands, that he must defend against: he must never allow anyone to control him, as he must be the master of his own destiny.


  The Warrior believes that he is right to frustrate the Carer’s desires for affection and closeness because these are desires she should be ashamed of; they are a sign of weakness. The Warrior is proudly self-sufficient, so he finds her continual attempts to help him as offensive – does she think he is incapable? He also feels threatened by her attempts to get inside his head and ‘understand’ him: if she was to have such an understanding, that would give her a measure of power over him; and there are things buried in his thoughts, weaknesses, that he doesn’t want anyone to know.


  Despite his openly aggressive character, the Warrior is also able to make use of less direct behaviours for frustrating the wishes of the Carer: he can make her feel unwanted by withdrawing, either treating her with contempt or – worse for her – disregarding her completely, acting as though she doesn’t exist. In rejecting her attentions, the Warrior is – as she sees it – rejecting her, which makes her more anxious and makes her redouble her efforts to win him over. To him, that makes her a greater threat, leading to another rejection, and more anxiety and clinging from her, and so on.


  In trying to ‘understand’ him, the Carer adopts a morally superior position – she is self-sacrificing – and will, unconsciously, use guilt at her ‘suffering’ to try and manipulate him. The Warrior will sense this and regard it as an indirect attempt at coercion – which it is – and will respond to the threat by exposing her pretence. He regards her covert attempts at control as underhand and a sign of weakness, and he despises both betrayal and weakness. But, of course, the Warrior has unconscious, indirect behaviours of his own: both he and the Carer are self-righteous at heart. His behaviours include the need to externalise his self-hate – he cannot regard himself as being at fault, and so he must blame her. As a result, he criticises her cruelly and makes judgmental remarks. So she comes to regard him as a brute and a bully, and he regards her as moralistic, vindictive and hypocritical.


  Why does the Carer remain in an abusive relationship with the Warrior? Is it that she is so helpless that she is unable to assert herself and fight back? Or is it simply easy to comply with him than to take responsibility for her own life? Both of these will play some part in her decision to remain, but there are deeper reasons. The Carer has a natural tendency to feel guilty, and so will agree with many of the Warrior’s criticisms of her – particularly those that contain an element of truth. She also rejects her own pride and aggression, and so is attracted to a man who can help rid her of these things, who can – in effect – degrade and dominate her. This sounds incredible, but it is actually only an extreme form of the behaviour that occurs in the course of genuine love: love and humility – selflessness – go together. The other person’s well-being and happiness become more important to us than our own.


  The Carer’s compliance isn’t just a desire to please or appease the Warrior – she wants to surrender herself completely, to merge herself with him. In order to do this, she must abandon her pride totally. The Warrior’s behaviour towards her has the effect of degrading her and destroying her pride, though this is not necessarily a conscious goal on his part: he simply wants to be in charge. Her desire for complete surrender means that she secretly approves of his behaviour and she will actually collaborate with him.


  The Carer’s total surrender suits the Warrior, as he sees it as his due. But there comes a turning point when she realises that his response to her surrender does not suit her. He was meant to accept her loving surrender and give her love and acceptance in return. He doesn’t because it is not in his character to be able to do so. 


  His treatment of her may make her anxious, despondent, and more desperately clinging. She has invested heavily in the relationship, so won’t give up easily, and despite evidence to the contrary, she continues to believe that he will eventually come to love her. She has two conflicting feelings at this point: part of her secretly admires his arrogance, as this serves her purpose of degrading herself and surrendering her pride to him. But she also fears and resents the fact that her need for affection isn’t being met. Her false self tells her that she should be able to win his love and make the relationship work.


  The Carer makes desperate efforts to improve her relationship with the Warrior, which he dismisses as further evidence of her neediness and clinging. She believes that the relationship, that love, is worth fighting for. She tries harder to be what she believes he wants and makes greater efforts to understand and forgive his behaviour. She may even believe that the relationship has improved as a result.


  But the Carer is coming to hate the Warrior. These feelings are repressed initially, as they signal an end to her hopes, but they gradually come to the fore. She begins to resent his abusive behaviour, and her aggression comes to the surface in vindictiveness, expressed as complaints about suffering. She becomes more discerning and less willing to be exploited. But as her aggression kicks in, so does her pride, and her desire to make him love her takes on the form of a challenge: she will make him love her.


  The Carer’s feelings may swing between love for the Warrior and intense hatred, and she may decide to take some time out to try and find out how she really feels about him. But she is unable to look objectively at the relationship – how can she, when her ‘self’ is bound up in it? 


  The Carer continues to define herself by her relationship to the Warrior, but now she wants to triumph over his indifference to her. But even if she does succeed and he does fall in love with her – which is possible if he is attracted by her new-found strength and determination – she does not receive the happy ending she wanted all along. She has ‘won’ him, so her pride is satisfied, and she may appreciate the love he is giving her, but the circumstances are not right. She cannot surrender herself to a man she has beaten.


  If she doesn’t succeed in making him love her, the Carer may turn her anger against herself. She becomes aware of how much abuse she has put up with, feels exploited, and hates herself for this. She comes to realise that what she thought was love was actually dependency, and while this realisation is a beneficial one, she reacts to it with self-contempt. And she berates herself for not being ‘good enough’ to succeed in winning his love. And she criticises herself for having vindictive feelings toward the Warrior.


  But this isn’t necessarily the end of her relationship with the Warrior. Her feelings toward him are still split. Recognising that she was abused by him, she wants to stay away from him. But her self-hate either frightens her, meaning she requires reassurance and affection; or it awakens self-destructive feelings that make her want to receive further mistreatment – she hates herself so much she feels she deserves torment and humiliation.


  The Carer needs to break out of this tangled love-hate relationship if she is to stand any chance of achieving happiness in life. And that means not just with her current partner but in relationships across the board.


  The alternating hatred and love for the Warrior is really a reflection of the Carer’s inner battle between aggression and surrender: the relationship is a symbol of this conflict, and the fate of the relationship reveals the course of the Carer’s character development arc.


  At the crisis point of the story, the Carer-hero has a choice: sink or swim. She may suffer suicidal thoughts, or she may make an effort to escape from the abusive relationship, or she may – realising the danger she is in – make an attempt to ‘escape’ from her need for this relationship. Whether or not the Carer’s ‘escape’ denotes a happy ending or not depends on what happens next. Did she escape one dependent relationship only to enter into another one? In the context of the Carer’s character, this would denote a tragic ending. Or was the experience so traumatic that she is scarred for life, and has sworn off relationships with men altogether? For someone who previously defined themselves through relationships, this would be an ironic ending. Or has she changed in a more fundamental way and emerged as a stronger person? Here is the happy ending, at least as far as the reader is concerned, though it might not be exactly what the Carer dreamed of. The choice depends on the type of story you want to write, and the thematic argument you want to prove… 


  (ii) Developing Assertiveness


  Being assertive means being able to say what you want or need, being able to state your opinions, and protecting yourself from what you do not want, whilst respecting the needs and rights of others. It also means being able to say ‘no’ without feeling guilty. It requires direct, open and honest communication. Being assertive means respecting others and respecting yourself. Assertive behaviour, and an acceptance of her own rights is something the Carer learns through her relationship with the co-protagonist – a friend or lover, perhaps both.


  An assertive request needs to be a request and not a demand, and in addition should be:


  



  Clear – It should state clearly what the problem is and what you want to be done about it. It should be directed at the right person, who must be clear that it is addressed at them; it should say – specifically – what must be done, and it should say when the action should be done. Unclear requests are difficult to respond to and can provoke stress, frustration, and anger on both sides.


   


  Respectful – If someone feels respected, they are more likely to want to comply with the request.


  



  Emotionally Honest – Emotional honesty is the willingness to share what we are really feeling. A request that is emotionally honest, that explains the real reasons for the request, is are more likely to motivate the listener to act than a vague, dishonest or accusatory request. Making the fact that your feelings have been hurt clear in your request does two things: first, it makes your motivation for making your request clear, and second, it doesn’t put your listener on the defensive.


  



  We see many variations on the Carer archetype in the main (usually) female character in Romance genre, where she is usually shown in a relationship with her ‘opposite’ the (usually) male Warrior. As stated previously, the character archetypes are actually gender-neutral and you are just as likely to find a Carer-Warrior relationship in male-male, lesbian, or transgender romances.


  10 | The Warrior


  The Warrior is a fighter, so we tend to view him as aggressive, and often associate him with the behaviour of his shadow-self, with the abuse of strength and power. But the Warrior archetype also represents the positive aspects of personal power: strength, courage, confidence, self-esteem and pride in self and success. In The Hero Within Carol S. Pearson says power is necessary to protect our boundaries, so that we can develop and assert a healthy self-identity, and that without access to this power we are at risk of neglect or abuse. It helps us to defend ourselves and to protect others, especially the weak or defenceless, against attack or oppression. Warriors who achieve their true potential can become great leaders or kings, using the benefit of their experience for the good of their ‘tribe.’


  Because the Warrior is a physically active type, he is commonly used for the heroes of action films: John McClane (Bruce Willis) in Die Hard is a Warrior, so are Harry Callahan (Clint Eastwood) in Dirty Harry; Jerry Maguire (Tom Cruise); Rocky Balboa (Sylvester Stallone) in Rocky; and Captain Kirk (William Shatner) in Star Trek. 


  The Warrior tends to be considered a masculine type, but there is a female warrior type, the Amazon. She has all of the qualities of the Warrior, but without devaluing the fact that she is a woman. The Amazon can face additional problems because traditionally strength and assertiveness are regarded as masculine traits which it is not appropriate for women to display. Examples of the Amazon include Ellen Ripley (Sigourney Weaver) in the Alien films; Sarah Connor (Linda Hamilton) in The Terminator films; Xena: The Warrior Princess; Buffy, the Vampire Slayer; and J.C. Watt (Diane Keaton) in Baby Boom.


  The Warrior is self-motivated and driven to achieve; he believes in getting things done. He is decisive, a problem-solver and a planner: he sets a goal and devises a strategy to achieve it. He is resourceful and adaptable, using whatever tools are at hand to complete the task, and is equally adept at applying brute force, intelligence or cunning, as appropriate. He is self-disciplined and motivated by a strong work ethic and sense of duty. He sets high standards for himself, and has the determination necessary to avoid temptation, cheating, or excess, maintaining his own inner defences against the negative aspects of his physical desires. The Warrior relies on instinct – ‘gut feeling’ – that allows him to understand complex situations quickly and get a feel for what is going on, without needing to assess masses of information. He likes to test people, systems and boundaries, and can quickly determine where weaknesses and strengths lie.


  A well-balanced Warrior is a leader people willingly follow. This balance comes from the combination of strength and compassion. The Warrior will step in and take charge in difficult situations, taking responsibility even when the crisis wasn’t of his making. He can delegate effectively, and negotiate beneficial alliances. He is able to see the larger picture or long-term view, and is capable of making difficult or unpopular decisions for the greater good. He can understand power structures, whether in economic, political, educational, or social groups; and knows how to use the symbols of status or power to achieve results. 


  His positive ‘can do’ attitude and confidence mean the Warrior inspires and motivates others to achieve their own potential. By providing a positive role model in accepting responsibility for his own power, the Warrior is able to empower others: he shares power and tries to encourage self-reliance. Part of the appeal of the Warrior myth is that it tells us that people can affect their own destinies.


  The Warrior’s loyalty, his sense of honour and duty, will not allow him to avoid his commitments. He would never betray someone he cares about or betray a trust; nor will he deceive friends or family. If he gives his word, he never goes back on it, no matter what. Warriors are also compassionate and altruistic, knowing that sometimes it is necessary to endure suffering, or even to sacrifice themselves, for a cause they believe in. 


  



  Alternate labels for this archetype include Achiever, Amazon, Asserter, Boss, Businessman, Challenger, Chief, Conqueror, Entrepreneur, Gladiator, King, Knight, Motivator, Narcissist, President, Protector, Ruler, Status-Seeker.


  



  Occupations. The Warrior needs to be challenged, either physically or by problems that demand all his ingenuity. He becomes bored if life is devoid of risk. He enjoys competitive sports or activities that challenge his abilities, such as rock climbing.


  Warriors prefer roles where they can be in control of their own destiny, and perhaps the destinies of others: being president of a company, a surgeon, fire chief, mayor, lawman, newspaper editor, headmaster, film director, or military commander would suit them. They may also enjoy positions where they are required to decide right from wrong: a judge, prosecutor, detective or government agent. Flawed Warriors gravitate towards careers where attention and admiration are available. They are attracted to politics, which involves both competition and manipulation of others.


  (1) The Denied Self


  The Warrior believes that he should not be vulnerable or weak, he should not make mistakes, and he should not display intimacy, dependence, sympathy or compassion, as these are ‘weaknesses’ that could be used against him. A deeply flawed Warrior will actually convince himself that he does not have these qualities, which he despises and regards as weaknesses, but in fact they will be there, but deeply repressed. In broad terms, what the Warrior denies is love – he believes that compassion for others and expression of his own emotions are signs of weakness and make him vulnerable.


  Because of the value he puts on strength and self-reliance, the Warrior despises any feeling of weakness or vulnerability. He cannot allow himself to feel that he is unable to cope and will never admit that he needs someone’s help, even when he is in need of rescue: his pride won’t allow it. The flawed Warrior can never admit that he has made a mistake, or that he has failed in any way; to make such an admission would be a sign of weakness.


  Although the Warrior may perceive himself as a great lover and a loyal friend, he avoids intimacy and does not allow anyone to get too close to him, because to do so might make him vulnerable. There is also the risk that he might become dependent on his relationship with the other person to provide his happiness and sense of fulfilment; this goes against his ‘self-reliance’ rule.


  The Warrior regards all emotional response – apart from anger – as a sign of weakness: he needs to control his emotions in the same way he controls every other aspect of his life. Empathy, allowing himself to experience what others are feeling, isn’t possible if you won’t let yourself experience your own emotions. Similarly, sympathy is also something he rejects. As a result, compassion and mercy tend to be absent. Humility – being aware of his own failings and acknowledging himself as in some way lesser than another person – is impossible too, as he regards it as an admission of weakness.


  (2) Defensive Behaviour and False Self


  The Warrior’s typical defensive response to any challenge or difficult situation is confrontation. He uses aggression, believing that a display of strength is the best option. His decision to attack is protection against a deeply buried fear that he is vulnerable, and must never reveal that vulnerability. His anger results from denied feelings of helplessness, lack of control, powerlessness, and vulnerability. Explosions of rage are the acting out of these feelings.


  The False Self


  The Warrior believes he should be in control of his own life. He should be respected and admired by other people. He must achieve success, and avoid failure and weakness at all cost, otherwise he risks being humiliated or exploited. He must be competitive, comparing himself to others and proving himself better than them. Everything in his life, from his possessions and his occupation to his family and friends, must reflect and affirm his superiority. He also believes that he should take charge, being the leader rather than the led.


  The Warrior’s relationship to his false, idealised self is different to the Carer’s. The Carer believes that her ideal self is a paragon whose qualities she is not good enough to emulate. But the Warrior comes to believe that he actually is his idealised self: he is achieving the things his false self says he should.


  ‘Immoral’ Behaviours


  The Warrior is competitive and jealous of the success of others, fearing his own achievements will be outshone by theirs. He creates rivalries with colleagues or teammates where none existed, as he attempts to prove himself better than them. He is opportunistic and exploitative, and only gives his attention to those people who he believes can help further his career. He may also exaggerate his own accomplishments if he perceives that his genuine achievements are not enough. He regards mistakes as unacceptable, so will resort to deception to ensure that his errors are not uncovered. His career comes first, and he is willing to sacrifice friends, family, marriage, and health to get ahead. 


  The flawed Warrior is relentless, never giving up. He does not understand when others do not share his enthusiasm. He has trouble considering the consequences of his actions. Everything but the goal in hand is forgotten, and he can become irrational in his need to win at all costs. The flawed Warrior is still highly motivated and goal-oriented, but his focus has become distorted. He has shifted from self-development to impressing others – a shift from inner-direction to outer.


  Conflicts with others begin as a result of the Warrior’s competitiveness and get progressively worse as a result of his aggression. The flawed Warrior finds it difficult to have any positive feelings for anyone with whom he competes. He only feels comfortable when he feels superior to someone. Hostility serves the flawed Warrior in two ways – it compensates for his feelings of inadequacy and keeps those who he feels threaten them away. He may even be hostile toward people he admires or to whom he is attracted. He may react to a perceived threat without thinking, acting as if he’s fighting for survival at all times. He may be paranoid, living on the edge, believing that everyone is out to get him.


  (3) Want versus Need 


  The Warrior wants to dominate, to be in control, and prove that he is ‘the best.’ He wants people to recognise his success. He needs to feel valued: he has a need to be accepted and loved for who he is, for his true self; a need arising from his childhood wounding or ‘orphaning’ experience. 


  (4) Life Story and Wounding


  Children who grow up to become Warrior types generally come from a family environment where rigid standards of behaviour were enforced, or where they were physically dominated and possibly humiliated by their parent or parents. Typically, the Warrior-child was rejected by his mother, and possibly his father as well. He was not valued for who he was but was instead valued for being, or doing well, certain things that pleased his parent. He came to believe that he did not deserve his mother’s affection unless he achieved what she wanted: love was only conditionally given. As a result, he came to fear that he was ‘not good enough.’ Some Warrior-children have to take on an adult role early in life, caring for a parent or sibling, or acting as a ‘rescuer’ when things go wrong.


  The Warrior came to believe that power was the key focus in life because power was used against him by his parents, or because it was idealised by them. Part of this preoccupation with power comes from the idea of the victim identifying with the bully, the oppressed wanting to become as powerful as the oppressor.


  The Warrior’s own needs and identity were undervalued, and so he suffered feelings of powerlessness: he felt that he couldn’t properly express his individuality because his parents expected him to be something different. Because of these feelings, the Warrior became ashamed of his own feelings, his emotional responses to his unfilled needs, and so he denied these emotions. He came to associate ‘being himself’ with being inadequate. In order to be strong and in control, the Warrior had to deny his emotions, regarding them as a weakness that could be exploited. And he had to avoid intimacy because that would allow someone to get close enough to him to see what lay beneath his facade, his persona: the fear that he is still not good enough.


  The only way for the child to deal with his feelings of being ‘not good enough,’ is to adopt a persona that he believes his parent will be happy with. The child decides to ‘become’ his false self, an idealised self based on what he thinks his parent wants him to be. This is something that all children do, to some extent, and most children go through a phase where they feel they are capable of anything. This grandiosity is deflated as the child’s mother teaches him about the realities of life by introducing him to ‘frustrating’ experiences. The child-Warrior never receives this lesson in frustration, and so is able to go on believing that he is his idealised self, and carries this image of himself into adulthood. 


  (5) Dominant Attitude and Motivation


  The Warrior’s attitude is: I must win, be the best, and have no weakness that can be exploited. He is motivated by the need to be strong and self-reliant, and to avoid being weak, manipulated, violated or exploited. The Warrior is present-focused: he is concerned with immediate action and achievement.


  (6) Greatest Fear and Crisis Potential


  The Warrior’s greatest fear is being weak, powerless, worthless, vulnerable or exploited. He fears that who he is is not good enough. The Warrior also fears intimacy with another person because he is afraid that they will see beneath his facade and learn that he really isn’t ‘good enough’ to be loved, and as a result, he convinces himself that he can live without the support of others. He believes that intimacy is a form of weakness that others could exploit.


  The crisis comes when the Warrior must face his greatest fear. His aggressive domination of others uses up his energy and weakens him, and at the same time creates enemies or rivals who oppose him and seek to overthrow him. He may think that he has won but then discover that his pride or rage have been used against him, exploited as weaknesses.


  (7) Contradictions


  The Warrior wants to believe that he is valued as a person, but if he achieves acclaim as a result of his false self, his success will be hollow and unfulfilling, because it is not his true self that is being valued. And he risks being ‘found out’ and despised for his deceit. The Warrior’s quest to be ‘the best’ can degenerate into glory-seeking for its own sake: what he achieves – and how – becomes irrelevant, as long as his success is acknowledged.


  By seeking to dominate and control others, he can actually turn them against him, causing them to challenge him and to try and knock him off the top spot: he brings on himself the thing he fears most. In seeking to gain the respect and esteem of others through the use of a false self, the Warrior rejects himself – his true self – as worthless and unlovable.


  (8) Virtue versus Vice and Story Value


  The Warrior’s aggression means that one of his main sins is wrath, and any story in which he is a main character will use wrath and its opposing virtue patience or compassion. His pride will also be a factor in the story, played off against humility. Selfishness versus altruism or self-sacrifice can also be explored using a Warrior character.


  Story values suited to a Warrior main character include freedom versus oppression; jealousy versus trust; and power versus any other human motivation.


  (9) Relationships


  Although he appears confident, even arrogant, the Warrior relies on people to validate the worth of his qualities and achievements. Anyone who does not share or admire these qualities is looked down upon. But, at the same time, the Warrior feels that anyone who is ‘fooled’ into admiring the Warrior’s false self cannot be trusted or admired. The Warrior tends to see people as either good or bad, and he relates to them in terms of what use they can be to him, rather than regarding them as individuals. He uses people because he was used by his parent, and he thinks that other people do the same thing, so does not see anything wrong in this behaviour.


  Flawed Warriors have a need to be told how strong, successful, and attractive they are. One person may not be enough to give them all of the attention they need, and so they seek an admirer or lover outside their primary relationship. They manipulate others by charming them, and by adopting whatever image they feel will win them esteem. At their worst, Warriors can be narcissistic, selfish, defensive, impatient, deceitful, and controlling. They may accuse others of what they are feeling inside and are uncomfortable with. They may, for example, claim that others are envious of him when in fact he is the one who is envious. The flawed Warrior can be distant and calculating, trying to decide how he can best exploit someone for his own gain: success is more important to him than friendship.


  The Warrior-leader likes to get to know people by testing them out, challenging them, attacking their boundaries, which means that he can appear confrontational and argumentative. He does not respect people who back down when challenged: he prefers people who stand up to him and give as good as they get. The Warrior believes that an argument is a good way of getting issues out into the open where they can be dealt with; he is not one to bottle things up. He often feels closer to someone once an argument has been settled. Generally, Warriors keep their guard up, not letting others get too close to them: it is their way of protecting themselves from attack or control.


  At his best in relationships, the Warrior is loyal, straightforward, committed, generous and supportive. At his worst, he is demanding, arrogant, possessive, uncompromising, combative, and quick to find fault. He manipulates others by dominating them and demanding that they do what he says.


  The Warrior’s ideal partner must be someone who can stand up for themselves, and who has the confidence to be open and honest. They must share their feelings, and allow and encourage the Warrior to express his own gentler side. They need to allow the Warrior time to be alone, being aware of his fear of being trapped and controlled. They must be able to endure his angry outbursts without taking them too personally. They must give the Warrior the attention and support he needs, particularly when he is feeling vulnerable. And they must be aware of the Warrior’s fear of betrayal, giving him no cause to doubt their loyalty. The character of a Warrior is often explored in a story relationship with a Carer, as these two archetypes are pretty much opposites of each other. This type of relationship is explored in more detail in the chapter on The Carer. 


  Other people may admire the way the Warrior takes charge and gets things done, or they may envy him and try to undermine his authority. Or they may regard the Warrior as an egomaniac. Opposition faced by the Warrior might be overt, competitive, or passive-aggressive. Or people may try to flatter him in order to get what they want from him. The Warrior may be well-liked, but have few truly close friends, and probably feels that there is no one he would really rely on: he trusts only himself.


  (10) The Shadow Warrior – The Dictator and the Psychopath


  The shadow-Warrior uses his strength for personal gain and for conquest, without thought of morality, ethics, or the good of society or tribe. He has a tendency to feel continually embattled, such that he perceives almost anything that happens as a slight, a threat, or a challenge to be confronted. He is ruthless, unprincipled, and has an obsessive need to win. He glorifies strength and power and believes that love and compassion are weaknesses that should be denied in himself. But the use of power without compassion leads to the power being misused, directed towards selfish ends rather than being used for the good of all.


  The shadow-Warrior is without principles and is motivated by an obsessive desire to win. For him, the ends justify the means. Even though he may secretly admire some of its qualities, the shadow is a part of himself that the Warrior is afraid of: he knows, perhaps only on a subconscious level, that it is capable of overwhelming him – possessing him – because it is an extreme form of his idealised or false self. The shadow-Warrior, like the flawed Warrior, sees the world in terms of black and white, good and bad. He himself is good, and therefore anyone who is not like him or who disagrees with his point of view is ‘not okay’: he views all difference as a potential threat. Anyone who stands in the shadow-Warrior’s way must be destroyed, conquered, or converted to his cause. 


  The shadow-Warrior becomes obsessed with ruining others so he can triumph. This is a dark, hidden side that he denies even to himself. Anyone who knows about this side of the Warrior may be afraid to confront him about it for fear of retaliation. The Warrior’s lack of restraint means he’d stop at nothing to defend himself if he felt threatened. 


  The two variations on the shadow-Warrior we will consider are the Dictator and the Psychopath. There’s much to say about the Psychopath, and our fascination with him, so he gets a chapter of his own. 


  The Dictator


  The Dictator, or tyrant, is the dark side of the leader-Warrior: he has an obsessive desire to rule over and control the lives of others. He makes up rules simply to demonstrate his power and punishes harshly those who do not obey. He is also quite willing to allow people to make mistakes so that he can punish them afterwards. He will even punish innocent people to prove his power and ruthlessness. He doesn’t care about the consequences of his actions: as far as he is concerned, he is dispensing ‘justice’.


  The Dictator rules by fear. He is angry, cruel, violent, intolerant and judgmental: his emotional reactions are often out of proportion with the offence. He enjoys humiliating others, forcing them to degrade themselves and plead for his mercy. He demands absolute loyalty and betrayal is a capital offence: he will crush anyone who dares to stand against him. And no one is allowed to leave his kingdom: he regards this as just another form of betrayal. He is able to justify the betrayer’s destruction by blaming them: ‘He should have known better than to defy me.’


  The Dictator also has a passive-aggressive side: he may tell someone close to him that it is okay for them to choose to do something that he disapproves of, but his attitude – and subsequent actions – will prove otherwise. He may also set traps for people, telling people that they are free to do ‘what they feel is right,’ only for them to have to suffer the consequences of a ‘wrong’ choice.


  The Dictator is most obviously seen in the military dictator, but he is also found in the boss who oppresses his workforce, and the over-controlling husband who dominates the lives of his wife and children. Initially, the Dictator may seem like a rescuer, riding in to save the oppressed, but the victims discover that the price they have to pay is to be completely under his domination.


  Examples of the Dictator include: Ming the Merciless in Flash Gordon; Julius Caesar; General Patton (George C. Scott) in Patton; Marc Anthony in Shakespeare’s Anthony and Cleopatra; King Mongkut of Siam (Yul Brynner) in The King and I; Kurtz (Marlon Brando) in Apocalypse Now; Don Corleone (Marlon Brando) in The Godfather; Tony Soprano (James Gandolfini) in The Sopranos; and just about every ‘mob boss’ villain in every movie and tv show.


  (11) Breakdown – Descent Towards the Shadow


  The three stages of the Warrior’s breakdown are (i) deceitful narcissist – control by lying; (ii) omnipotent bully – control by action or domination; and (iii) psychopathic destroyer – control by destruction and murder. 


  Deeply flawed Warriors fear that the facade they have erected, their false self, will be exposed for the fake that it is, and they know that this would ruin them. This fear arises from their own feelings and fears of worthlessness, the secret knowledge that they cannot really live up to the image their false self projects. They begin to fear that others are mocking them behind their backs, or are planning to ruin them. They come to see every situation as a conflict.


  (i) The Deceitful Narcissist


  Maintaining his false self has become more important than anything else. Appearance is everything, and long-term goals are sacrificed in favour of short-term fixes. To save his inflated self-image, he begins to deceive himself and others; he is prepared to sell-out, abandon his beliefs and change his loyalties. He feels no guilt about deceiving or exploiting others. Status-seeking is important to the narcissist. He likes to acquire status symbols, tangible objects which – to him – represent success: a raise, a diploma, a prestigious address, a BMW. ‘Exclusivity’ is important to him. But this can become an issue if one of his peers has something more valuable or that gets them greater admiration. The narcissist is more directed by the values of others than his own. He wants to achieve what his peers see as success. This distinguishes him from the ideal Warrior, who sacrifices everything for his own values.


  The narcissist is image conscious. He cultivates what he believes will be the most attractive image possible. Afraid of losing the positive regard of others, he submerges authentic self-expression and cultivates a favourable impression. His appearance is calculated to be smooth and professional. The image becomes so important to the narcissist that he comes to accept it as the reality himself. The narcissist acts according to the needs of the image he is projecting, not according to his own needs, and not because he sincerely believes what he is saying or doing. He is afraid of his own emotions and of genuine intimacy, and instead projects one simulated emotion after another, adjusting to the situation, and each is equally convincing, appearing sincere, friendly, modest, kind, repentant, and truthful, even when he is not. There is a glibness and emotional hollowness about him. He himself begins to have difficulty knowing what his true feelings are. As a result, he fears genuine intimacy, because he fears anyone discovering his inner emptiness and sense of worthlessness and vulnerability. When feelings do arise, the narcissist tends to feel out of control and lost. He deals with his feelings privately. Having repressed his own emotions, he looks to others for cues to ‘appropriate’ emotions. Being disconnected from his feelings allows him to be extremely efficient at work and unusually able to focus his energy into obtaining professional objectives. 


  The narcissist’s emotional disengagement means that other people, and even he himself, no longer see any value in him as a human being, he is only desirable as a useful commodity. He is valuable to others only as long as what he has to sell is in demand. When he is no longer of use, he will be quickly abandoned.


  As compensation for his growing fears of worthlessness, the narcissist is consumed by a desperate need for recognition. He wants to become his image. Once the image takes on a false life of its own, the narcissist begins to oversell himself, making extraordinary claims about his achievements. This can cause people to withdraw the attention the narcissist craves. Having rejected his own heart, and seeing that his hard work has failed to make him feel better about himself, he is filled with disappointment and rage, which he tries his best to suppress. The more pretentious the flawed Warrior becomes, the more easily offended he is at someone pointing out how unrealistic his opinion of himself, or his expectations of success, are.


  The narcissist may appear to be someone who has everything – health, wealth, talent, beauty, power – as well as a strong sense of what he wants from life and how to achieve it. But the image that the narcissist presents to the world is a false self. Johnson points out the irony of the label: where the Narcissus of Greek myth fell effectively fell in love with himself, the Warrior hates much of his true self and instead idealises a false self he wishes to be.


  (ii) Omnipotent Bully


  As the Warrior’s deterioration continues, he goes from creating a false self to defending it at any cost. He is afraid of being ‘found out’ and having his deceptions exposed, so he sets out to tell even bigger lies or to destroy the evidence of his misdeeds. In order to protect himself, the Warrior’s defence is to attack first. He intimidates people and will seek revenge for any perceived betrayal, however slight. In order to feel superior to others, he may seek their downfall, or sabotage everything they have worked for. He will betray friends and allies, playing them off against each other, dividing them in order to maintain a position of strength.


  The Warrior begins to have delusions of invincibility, and about the extent of his power, deceiving even himself into believing that he is omnipotent and that human limitations do not apply to him. But these feelings of invulnerability cause him to become reckless and over-extend himself, sowing the seeds for his eventual destruction. This omnipotence is characterised by the bully, who we encounter in the playground, the workplace, the sports field, and anywhere else that draws flawed Warrior-types. The Bully is a fascinating character is his own right and can make an excellent villain in a story with a Warrior hero.


  What is a bully? Bullying is described as repeated aggressive behaviour in order to intentionally hurt another person, physically or psychologically, and is characterised by an individual (or group) behaving in a certain way to gain power over another person (or another group). Bullying behaviour can be a direct attack or indirect such as spreading rumours or causing someone to be ostracised by peers. The behaviour of a bully may include verbal or written abuse, name-calling, exclusion from group activities or social situations, ignoring or not speaking to someone, stealing or damaging the victim’s property, threats, physical abuse, or coercing the victim into doing things they do not want to do.


  The bully is also harmed by his own actions, particularly if the behaviour becomes habitual. Surrounding himself with a gang who encourage him may mean that he cannot stop being aggressive towards a victim, because to do so would lead to loss of face. And if he is bullying in order to cover up his own woundedness, he may never get the love and support that he needs. He also may never develop a sense of responsibility and justice, and so will go through life feeling that fate has been unfair to him, perpetuating his cycle of frustration and anger.


  By definition, a bully needs a victim: someone who is in a weaker position and who cannot easily fight back. Any hierarchical structure can provide a haven for a bully, and most businesses, educational institutions, the military, government, and even sports teams and families have just such a structure. Bullying is often discussed in terms of children in schools, and more recently in relation to social networks on the internet – so-called ‘cyber-bullying.’ But bullying behaviour can arise in any group situation, and often the behaviour is ignored or even condoned as ‘good management’ or ‘maintaining discipline.’


  Bullying is a relationship between bully and victim, in which both recognise that (a) the bully has more power, and (b) that the victim has no other option than to be victimised. Bullies use intimidation to frighten their victims into staying silent. The victim feels powerless to take action against the bully.  ‘If I confront the boss, I could lose my job.’ ‘If I say something, it may get worse.’ Or worse, ‘Maybe it is my fault.’ Fear keeps the victim trapped in the relationship with a bully. Bullies deliberately undermine the victim’s confidence, exploiting any weakness they see. But often victims unwittingly collaborate with the bully, convincing themselves that there are no alternatives, and perhaps even offering subtle signals that attract a bully. The victim of a bully will often become emotionally withdrawn, anxious, and suffer a loss of self-confidence and even depression. There will often be changes in the victim’s behaviour: they may avoid places or activities where the bullying takes place, or show a reluctance to go to school or to work. Victims of bullying may come to expect to be intimidated by others, losing their trust in all other people, or they may identify with the bully and seek to become ‘powerful’ themselves by bullying others.


  Bullies like to see people suffer: they embarrass, frighten and harm them. By controlling a person’s suffering, the bully can demonstrate his power over them. And he will try to convince the person that they deserve it. The bully’s need for vindictive triumph includes the desire for his victims to be aware of who has victimised them; he needs them to affirm his power over them by recognising him, he craves notoriety. 


  Bullying is not fighting and involves different behaviour to the aggression demonstrated when someone starts a fight to settle a specific dispute. Bullies are more interested in gaining control over others than in winning; they repeatedly attack their victims and choose more vulnerable victims, rather than fighting their equals. Bullying can involve such phrases as ‘How many times have I got to tell you?’ and ‘When are you going to learn?’ – these are just excuses for further abuse: if someone needs to learn something, they need to be taught, not beaten or emotionally abused.


  Bullies enjoy positions of power and abuse their positions. They feel that they are justified in their behaviour because they can get away with it. ‘I’m in charge here.’ ‘While you’re under my roof, you will do as I say.’ ‘Because I say so.’ Bullies judge other people by their relative status and tend not to notice the important input of people who are lower in the hierarchy. The bully is not interested in what is true or what is right, he seeks only to maintain and exploit the imbalance of power. And he does this because he enjoys it. This means that reasoning, arguing and attempting to defend oneself are not tactics that are likely to make the bully stop or see the error of his ways. Bullies thrive on fear and weakness: submission, cringing, and apologies are just what the bully is looking for.


  As well as intimidating others, the bully’s lack of conscience means he is also likely to cheat or steal to get what he wants. And having committed one crime, he knows there is no turning back: he has nothing more to lose. He is further encouraged if he feels he has gotten away with it. The narcissist in him encourages him to believe that he is smarter than the police or other authority figures and that he won’t get caught. 


  The bully blames other people for his behaviour. ‘You made me lose my temper.’ ‘If you didn’t screw up, I wouldn’t get mad at you.’ The bully claims that his reaction is the other person’s fault. But in reality, every person is ultimately responsible for his own feelings and actions, they choose how to behave.


  Bullies are ‘control freaks.’ They are arrogant, impatient, and stubborn and they are always right. They find it hard to compromise or adapt. They find it hard to acknowledge that others have ideas that are worth exploring. They dominate other people, exploit and possess them, and have no respect for those who do not fight back, who do not ‘stand up for themselves.’ They are unsympathetic. They are self-reliant and never ask for help, so cannot understand why other people need so much help. They like to keep tabs on things, even the most trivial details. They have high standards for themselves and others and are they are impatient with what they see as other people’s incompetence, inefficiency or laziness. 


  Bullies believe that success is power, and like the narcissist believe that they only have success and power when it is recognised by others. Many bullies end up in conflict with the law because they get swept away by a fierce drive to protect their achievements or to try and achieve more, by any means necessary. The temptations of bullies are all power issues: arrogance, revenge, and retaliation.


  (iii) Psychopathic Destroyer


  Ultimately, the shadow-Warrior discovers that there is nothing he can do to maintain his false image, and he loses control of his repressed rage. Others who might have opposed the shadow-Warrior, or tried to help him, are afraid to confront him, and he counts on this to make them keep their distance. And anyone he turns against cannot defend themselves, because they know that the shadow-Warrior is willing to descend further into violence than they are.


  At this extreme point in his decline, the shadow-Warrior is completely cut off from his conscience. Lack of guilt is linked to the absence of empathy and compassion: he will use people, then abandon them; oppress them, taking away their rights, freedom, and dignity, in an attempt to prove his own ‘power.’ The pursuit of power, of success, is everything, and he feels no need to justify himself. He rejects society and its rules, feeling himself to be above them.


  Anyone who is in touch with their authentic self, who loves or is loved, is a threat to the shadow-Warrior’s shattered self-esteem and a target for his malice. The apparent success and superiority of others mocks and humiliates him at every turn. He becomes extremely jealous of anyone who has anything he wants, especially those who have attained worthwhile goals rather than chasing after narcissistic illusions. He also begins to fear that others are turning against him, deserting or opposing him. He feels rejected, outcast, betrayed, and unable to trust anyone. This may cause him to retreat initially, but that is not the way of the Warrior – ultimately he will turn on those he sees as a threat, determined to protect himself and survive, whatever the cost. He feels angry at being made to feel afraid, to feel weak, and so he retaliates, his anger and violence erupting with little provocation and being out of all proportion with the circumstances.


  He knows he cannot hold out forever against the forces he believes are massed against him, and so determines to destroy everything, rather than let anyone triumph over him or control him. Where the ideal Warrior is an achiever, a creator of great things, at his darkest the shadow-Warrior is a destroyer.


  At this point the villain has nothing to lose, so will stop at nothing to triumph. The hero, on the other hand, has much to lose as the stakes have been raised throughout the story. The shadow-Warrior fears complete ruin, and the unbearable feelings of worthlessness and inferiority that would accompany it. His violent and destructive acts are a final attempt at attaining immortality, becoming cursed or infamous. Being feared or despised means that he is ‘somebody.’


  The shadow-Warrior’s violence is motivated by a constant need to regain his superiority by destroying others. The psychopathic killer, for example, often chooses female victims, displacing the rage for his own mother onto others. Rape, torture, and sexual mutilation are the result of his attempts to prove that he is powerful and not an impotent victim. He wants to attack whatever he feels was responsible for wounding his self-esteem.


  The shadow-Warrior becomes increasingly detached and isolated, no longer able to defend or assert his power over others. His defensive mechanisms no longer protect him, and he feels vulnerable. The once-omnipotent tyrant now cowers in terror from the fears that have haunted him from childhood. His fears become so great that he dissociates himself from them, and instead of feeling angry and vindictive, he feels nothing. He becomes dead inside, depersonalised: his false self has gone, leaving only emptiness. His alienation from himself has reached its most extreme point.


  Because psychopaths hold a particular fascination for writers and audiences, I have included a more detailed exploration of this type of ‘dark-Warrior’ in the next chapter.


  (12) Character Development Arc


  The flawed Warrior has two major lessons to learn: (i) how to accept and deal with anger, which is his typical response to frustration, and which represents his shadow self; and (ii) how to discover and make use of the compassion – the empathy – which is a part of his denied self. In the following pages, we will look in detail at how these two lessons can be learned if the hero has appropriate support from the co-protagonist. Strictly speaking, the two lessons are not completely separate: anger management courses will usually stress the importance of empathy, of seeing situations from the other person’s perspective, and courses in empathy will include anger management techniques, so it is only for reasons of presentation that I separate the two here.


  (i) Anger Management


  Anger is an automatic response to pain or frustration and is a normal human emotion. It can be positive in that it motivates us to respond to some form of perceived threat. The feeling of anger is accompanied by physiological changes, preparing the body to either fight or flee. If we are in pain, then our attention tends to be focused on the pain. Anger serves to temporarily distract us from our pain and provides us with an opportunity to escape from or attack the source of the pain. Some people misuse this natural response, making themselves angry in order to protect themselves from feeling vulnerable or afraid.


  People can also feel what has been called ‘righteous anger,’ which is triggered when we encounter some form of injustice. This may apply to our own situation, providing the courage to escape from an abusive relationship, for example. Or it can motivate us to help another person escape from an oppressive situation. Or the issue may be on the scale of a social injustice. Righteous anger, appropriately expressed, can be used to motivate others to support a movement for change.


  When Anger Becomes a Problem


  Anger in itself is not a problem, it is simply an emotional response. But anger, or more usually the expression of anger, tends to be classed as a problem when other people feel that the angry response is not justified. There are a number of signs that a person has a problem with anger. They have a problem if they are irritated a lot of the time; if they get angry more easily and more often than people around them; express their anger violently; respond with anger that is out of proportion to whatever set it off; have problems in relationships or at work or with the law because of their anger; if other people regard them as bullying; if it takes them a long time to cool down after getting angry; or if their own anger frightens them.


  Problems Associated with Anger


  Anger can cause someone to lose their objectivity: they focus only on the thing that triggered the anger, which gives them an immediate impulse to act, to remove the source of pain, but they act without considering the possible consequences to themselves or the people around them. As mentioned above, anger can be used to hide emotional pain and give a temporary feeling of power. Some people abuse this side effect, accessing their anger in order to feel more powerful, and using it to dominate or frighten others in order to prove their superiority. And coming to believe that they are superior can lead them on to further immoral actions.


  Understanding Anger


  Understanding exactly what makes us angry can give us an important insight into ourselves and our lives. Anger is an indication that something is wrong, that something needs to be changed. The challenge is to understand it, to discover what lies beneath it, and to be able to express it in the most constructive way, avoiding harm to ourselves or to our relationships with others.


  Anger seems to involve a spark followed almost instantly by an explosion, but it is more complex than that. In order to be able to deal with their anger, the Warrior needs to understand the combination of factors involved. These include a trigger, something that sparks off the anger; unresolved feelings, issues from the past that provide additional fuel for the explosion; and the expression of anger, that is, whether the tension and frustration are bottled up or released. 


  Triggers – What Causes Anger?


  Different things trigger anger for different people, but the spark is usually some form of frustration: things didn’t turn out as we planned; we didn’t get what we wanted; or, another person did not do what we wanted them to do. Examples of things that can trigger anger include: being insulted or humiliated; being criticised; being exploited or taken advantage of; being ignored; being laughed at; feeling trapped or confined; making a mistake; being disappointed in yourself; rudeness or inconsiderate behaviour; being stared at; being interrupted; selfish or greedy behaviour; hitting your thumb with a hammer.


  Some of these situations we might be able to control or influence, but some we have no control over. What we can always control, once we know how, is our response to a situation. What triggers one person’s anger may have absolutely no effect on another person. This is because the way we respond to a situation depends on other factors, including what unresolved issues the trigger sparks up against in our thoughts. These triggers are one of the things that make people unique. 


  There are two stages for dealing with triggers: (i) we must get to know our own triggers; most people have a few that occur again and again, and (ii) we need to avoid situations that spark our anger or learn ways to stop ourselves being triggered by such situations. Poor communication and misunderstandings can create situations that trigger anger, and we can also learn how to minimise the risk of this happening.


  Underlying many of the trigger situations is a feeling that our own needs are being ignored, or that we are being asked to put someone else’s needs before our own. We feel that this is unfair, and so our anger is provoked. Sometimes this feeling is justified, but at other times it is an expression of our belief that our needs should always come before the needs of others, which is not the case. Being able to handle frustration is an ability that all adult human beings must have, because life is full of frustrations and anger doesn’t make them go away.


  We need to understand our triggers, the cause of our anger, so that we can try and maintain a sense of perspective. Is the situation worth getting angry about? And if so, is our anger in proportion? We also need to be aware if we’re taking our anger out on the wrong person: we shouldn’t be getting angry at our partner at home if it is our boss at work we are angry with.


  It is impossible to avoid all frustration, to avoid the things which can potentially trigger our anger, so we have to learn how to recognise these triggers and develop new ways to respond to them. Deactivating triggers means choosing a new way to react, and to do that requires us to look at our thought processes. 


  Unresolved Feelings – What’s Under the Anger?


  Triggers explain what sparks off a person’s anger, but what is it that makes them respond to that particular trigger? A person’s thoughts have a big effect on their feelings and on their subsequent behaviour. What they think to some extent decides how angry they become. If they can think calmly, then their anger won’t explode into violence. It is important for them to think calmly whenever they recognise the early warning signs of anger.


  While anger is a response to actual physical or emotional pain, it can also be a response to an anticipation or threat of pain. Often what lies beneath a person’s anger is fear. A fear of being hurt; a fear of being humiliated; a fear that expressing feelings will cause abandonment or retribution; a fear of not being good enough; a fear of not living up to people’s expectations; a fear of change, of the unknown. Fear and anger are closely linked as anger can be a response to the emotional ‘pain’ that we call fear.


  Unresolved issues are experiences that haven’t yet been worked through and concluded. This can be anything from a quarrel half-an-hour ago to being abused as a child many years ago. Until the experience, and the feelings associated with it, are dealt with, the emotions remain bottled up and the pressure builds until the person is ready to explode.


  Unresolved issues include most of the things that we have been describing as a character’s life story, the events in their childhood that shaped their character. This is why examining their own life story is an important stage in any character’s development: past experiences influence responses to current events. To understand why a certain thing triggers an angry response, a person needs to discover what past experiences are related to that trigger: what unresolved issue does it remind them of? The unresolved issue will be something that they are afraid of, something that they do not want to re-experience, and so they use anger as a defence against it. Or as ‘revenge’ for being reminded of it.


  Unresolved issues are like emotional fuel: when a trigger sparks off an anger explosion, this fuel gets added and the explosion blossoms into something huge and frightening. This is why outbursts of anger often seem out of proportion to the thing that triggered them.


  Dealing with unresolved issues is what the character development arc is about, for all of the archetypes. And all of the archetypes must deal with their anger as part of this development, which is why I haven’t referred specifically to the Warrior in this section on anger. Different archetypes express their anger in different ways, that is, they use different behaviours when their anger is triggered.


  Expressing Anger – The Difference Between Anger and Aggression


  Anger is an emotion. Aggression is a behaviour. Aggression is one way of expressing anger. Aggression can be expressed overtly by shouting or swearing, or in physical violence – smashing objects or vandalising property, and in violence against the self – self-harm – or against others; threatening, hurtful or destructive behaviour, bullying, unjustly blaming, and selfish, vengeful or unpredictable actions.


  Aggression can also be expressed in more subtle, passive ways such as brooding or withdrawing from contact. Passive anger tends to be expressed with secretive behaviour, manipulation, self-blame, self-sacrifice, obsessive behaviour and evasiveness. How an individual typically expresses anger – overtly or passively – was learned at an early age. Anger is a perfectly natural response to frustration and is expressed in ‘tantrums’ during the second year of life as the child begins to assert their individuality. Children try out anger on their parents, perhaps copying angry behaviour they have witnessed, to see what reaction it gets. The parental response to a child’s anger determines, to a great extent, the child’s expression of anger throughout the rest of its life. Unfortunately, there is a tendency to regard anger as something dangerous that should not be tolerated. Anger is regarded as ‘bad.’ As a result, people are ashamed or afraid of their anger and do not learn to express it in appropriate ways, instead they repress it or direct it outwards as aggression. Again, this is related to unresolved issues relating to childhood and reinforces the importance of gaining some kind of ‘closure’ on these issues.


  Anger – Rights and Responsibilities


  When is anger justified? And if it is, how can it be expressed in an appropriate way? If we decide that expressing our anger is not appropriate, then we can take a deep breath and try to replace our negative thoughts – ‘This is so unfair!’ – with something more positive: ‘What you did was unfair to me, but I don’t think it’s worth getting upset about,’ or ‘I think you’re behaving like a prick, but I am not going to take it personally.’ 


  But sometimes ‘turning the other cheek’ or ‘taking the moral high ground’ isn’t enough, and some form of response is justified. Sometimes we have to stand up for ourselves, otherwise we risk being exploited or abused. In other words, sometimes we are right to be angry. In particular, we have the right to be angry when someone violates our rights as an individual.


  Everyone has certain basic rights, which in many countries are set down formally. Many organisations have their own formal constitutions that include the rights of members, and even sports clubs and families often have their own informal rules for behaviour. A simple, everyday set of right might include a person’s right to:


  



  – be treated with respect


  – hold their own opinion


  – speak and be listened to


  – the freedom to make mistakes


  – privacy


  – question what they do not understand


  



  What most formal documents do not include explicitly is the flip-side of rights – that is, the responsibilities of the individual. Countries and organisations might have laws or rules that set down what behaviours are not acceptable, but it is rare to find a list of behaviours that are expected. Buddhism is one the rare exceptions.


  By recognising the importance of both rights and responsibilities, we have can begin to understand what constitutes reasonable behaviour in any situation. Applying this to the expression of anger, we find that the appropriate way to behave when we feel that our rights are being ignored or violated is assertiveness.


  What is Assertiveness?


  Assertiveness is a way of expressing your point of view – saying what you think and feel and want – in a clear way, without being aggressive. It also means being prepared to negotiate. Assertive communication includes non-verbal elements, such as eye contact and a steady voice, as well as words. Being assertive means respecting others and respecting yourself. How to be assertive is covered in detail in the chapter on The Carer, as assertiveness is a key skill that the Carer needs to develop. The Warrior already has the strength to express his own needs but needs to learn how to do this in a more constructive and compassionate way.


  Dealing with Anger – Best Behaviour


  What is the best way to respond when we feel angry? This is the lesson that the Warrior needs to learn during the course of a story, with support from his ally or partner. Anger management courses usually offer a step-by-step method for dealing with the hurt that typically provokes anger:


  



  1. Acknowledge that you are feeling hurt.


  2. Recognise the early warning signs of anger.


  3. Understand that the hurt is related to times in the past when you felt the same way.


  4. Try to remain calm, thinking about the problem, rather than responding aggressively.


  5. Be assertive in asking for what you want and be prepared to compromise.


  6. Be willing to forgive.


  



  Acknowledging he is hurt is not as simple as it sounds. Anger is a response designed to mask hurt in order to be able to take action against the source of pain. But being aware of his anger means the Warrior knows there is pain, and so he can seek it out and acknowledge it.


  Aggression is an attempt to regain power, to ‘get even with’ whatever has caused the pain. This is why one of the steps in handling anger-provoking situations is forgiveness. To forgive is to make a conscious decision to set aside the desire to see someone or something hurt because of the hurt they or it caused you; you decide not to seek revenge. Forgiveness and reconciliation are explored in detail in the chapter on the Crusader, as these are qualities he particularly needs to learn. 


  If he does not acknowledge his pain, the Warrior will unconsciously continue to regard himself as a victim, he will have feelings of ‘righteous anger,’ and an unconscious desire for revenge on the person responsible for his pain. He has to bring his pain out into the open and examine his feelings toward it before he can forgive those responsible and let the pain go. To forgive means that he refuses to keep hating someone for what they did to him. This is as true for the fight he had half-an-hour ago as for the deep wounds suffered during childhood as a result of the behaviour of his parents. Bringing this pain to the surface and exploring the emotions associated it is another major part of the flawed Warrior hero’s character development arc.


  Exploring his pain is not about the Warrior blaming others. It is about taking responsibility for his own emotions, and the actions he takes as a result of them. He cannot always change situations – he can never change the past – and he cannot make other people behave the way he wants them to behave, but he can change how he responds to people and situations, and he has a responsibility to do so.


  (ii) Empathy


  Empathy is most commonly defined as the ability to feel what other people are feeling. The word ‘resonance’ is also sometimes used, to indicate how one person’s emotion is ‘picked up’ by another. But there is often also an element of understanding of another person’s emotions on an intellectual level, without actually experiencing those same emotions yourself. Can empathy be taught or developed? Empathy is taught in schools, particularly in relation to tackling bullying, and much of what follows has been adapted from ideas used to teach empathy to children.


  Empathy is an ability that children begin to show during their second and third years of life, but which develops during the process of ‘socialisation,’ when they begin to play with, as opposed to alongside, other children. At the age of two, children still have difficulty seeing things from another person’s point of view, but they do begin to respond in a sympathetic way if someone they care about is hurt. By the age of four, most children are able to identify with another’s feelings, can talk about how he himself, or another person, might feel in different hypothetical situations. They are also often aware of ways of comforting someone who is upset. These skills continue to develop during the elementary/primary school years. It is not until the age of about eight that children can tackle more complex moral decisions, and it is at this point that selfless or altruistic behaviour is finally demonstrated. Some experiences during childhood – such as physical or other forms of abuse – can reduce a child’s empathic ability. 


  In a story, the Warrior will learn empathy as a result of his relationship with the co-protagonist – the ally or partner, who we shall refer to as ‘she.’ The advice below aims to show what the co-protagonist can do to help the Warrior.


  Identify Emotions and Express Them Honestly


  The flawed Warrior denies his emotional responses because he regards them as a weakness that can be exploited by others. He needs to be encouraged to experience his emotions fully; and to be able to identify them, letting the co-protagonist know what emotion he is feeling, rather than pretending that ‘everything is okay.’ He also needs to become more aware of the situations or activities that evoke both positive and negative emotional responses. And he must think about the way emotions, as well as beliefs and desires, motivate his behaviour. 


  The Warrior will need to learn how to deal with emotions such as jealousy and anger in a positive, problem-solving way, and the co-protagonist needs to be sympathetic in tackling these difficult lessons. He also needs to learn how to soothe himself and ‘bounce back’ from negative emotions.


  Highly-charged emotional states affect empathy and decision-making. The Warrior needs to be aware of this. An implication of this is that self-control doesn’t just involve choosing the right behaviour, the right way of expressing an emotional response, it is also about being smart. Rather than trying to resist temptation, it may be more effective to try and avoid situations that give rise to temptation. This applies to any situation that is potentially an emotional trigger.


  Validation of Emotions


  How the co-protagonist reacts when the Warrior honestly expresses his emotions is vitally important for the continued development of trust between the two characters. The co-protagonist must respond to the Warrior in a way that encourages him to talk and express what he is feeling; she must respond in a way that is non-threatening, that fosters feelings of self-worth, and that inspires constructive change. She should avoid making the Warrior feel guilty or unworthy, as such feelings will only cause him to become defensive and fall back on protective behaviours. Validating the Warrior’s emotions shows that the co-protagonist respects, accepts, and understands them. By doing this, the co-protagonist is showing that it is okay to have emotional responses – both positive and negative – and that emotions are a normal part of life. It also helps the Warrior to begin trusting his own emotions. But she must let the Warrior know that while all emotions are valid, some ways of expressing feelings are not acceptable. The Warrior needs to be made aware that he has a choice in how he responds to emotional stimuli, and that he has a responsibility – to himself and to others – to choose an appropriate response.


  Recognising the Emotional Responses of Others


  As well as gaining an awareness of his own emotional responses, the Warrior needs to be aware of the emotions of the people around him. This is necessary if he is ever going to understand the effect of his own behaviour on others, and if he wants to be able to understand another person’s needs or desires.


  One way to begin recognising and understanding different emotional responses is to try and read other people’s emotions. Facial expression, body language, and tone of voice all provide important clues to a person’s emotional state. The Warrior also needs the ability to read the subtext of what a person is saying, to understand what the person really means as opposed to what they say. Irony and sarcasm are two obvious examples. These things can be discussed, initially, as an intellectual exercise – almost like unravelling a mystery – as Warrior and co-protagonist discuss what might have made another person in their group, or even on television, behave as they did. What emotion caused the behaviour? Generally, it is easier to talk about someone else’s feelings than his own. It is also important for him to discuss the impact of the behaviour on other people in the scene.


  Distinguish Between Other People’s Emotional Responses and One’s Own


  Another important self-awareness skill needed by the Warrior is the ability to distinguish between his own emotional responses and those of others. ‘Projection’ means that the Warrior fools himself into thinking that someone else is feeling something that is actually coming from within him.


  As far as empathy is concerned, it is also important to recognise when someone else’s feelings trigger an emotional response in the Warrior: he needs to know that these are not his own feelings and that they require a more objective approach. There are also some emotion-motivated behaviours that it is not appropriate to empathise with, such as bullying and social aggression or ‘mob rule.’ It is also important for the Warrior to learn appropriate strategies for protecting his own boundaries, to avoid anyone being able to take advantage of his developing empathy.


  Active and Empathic Listening Skills


  An important skill the Warrior must learn to increase his awareness of the people around him is ‘active listening,’ that is, really listening to – and understanding – what is being said to him. Often this means understanding the emotional content of the words rather than the factual content. When we don’t give someone our full and undivided attention, we give them the impression that they are not important to us. Listening with genuine interest without evaluating, judging, criticising, analysing, giving advice, discounting their feelings, or trying to reassure or teach them, that is, without planning what you’re going to say next, means that we are more likely to hear and understand the other person’s needs.


  Moral Consequences of Behaviour


  People are more likely to demonstrate sympathetic and helpful behaviour if they are taught using rational explanations and moral consequences, rather than through the use of arbitrary rules, or rewards and punishments. The co-protagonist can discuss with the Warrior the effects of ‘immoral’ behaviours on other people, encouraging empathy and feelings of genuine guilt. The Warrior needs to understand that it is the particular behaviour that is unacceptable – it is not his emotions that are ‘bad’ and he himself is not a bad person.


  The co-protagonist should avoid forcing the issue of apologies, which may lead to resentment or feelings of shame rather than remorse. If it is necessary to make amends in some way, it is better to encourage the Warrior to do something good for the injured party. Again, the co-protagonist can try and encourage the Warrior to consider how he would have felt if he had been in the injured party’s place. The co-protagonist needs to make her expectations clear, so that the Warrior knows what she wants, and also knows when he has – or has not – met her expectations of him. 


  ‘How would you feel if... ?’ The co-protagonist can ask the Warrior to try and view things from another person’s perspective. If the Warrior had the same beliefs, fears, likes or dislikes as the other person, how would he respond in a particular situation. Being able to understand another person’s point of view is a key part of having empathy for them. The co-protagonist can also encourage the Warrior to explore other roles. Role-playing is one way of trying to understand another person’s perspective. 


  Modelling and Mirroring Behaviours


  The Warrior needs to feel that he is in a place where it is safe for him to ‘take the risk’ of trying new types of response to challenging situations. He also needs to be able to depend on the co-protagonist, to know that she will provide a consistent response to his emotional needs. This will help him to take the risk of sharing his feelings with her. The co-protagonist needs to ensure that the Warrior’s emotional needs are met: she cannot expect him to feel empathy for others if the Warrior is preoccupied with his own needs or feeling defensive. He needs to be able to rely on others for emotional support before he can provide it to someone else.


  The co-protagonist needs to demonstrate the kind of behaviour she wishes the Warrior to adopt. She needs to be reliable and consistent in her own behaviour, otherwise the Warrior may become confused or frustrated with her. The co-protagonist needs to be aware of what her decisions, words, and actions are teaching him. The co-protagonist should be honest in expressing her own negative emotions: if she feels frustrated or angry, she should try to explain her thoughts and feelings to the Warrior, and demonstrate that she has positive ways of coping with these negative feelings. ‘Don’t do as I do, do as I say’ is hypocrisy, and destroys a relationship. The co-protagonist should also model behaviours that demonstrate self-respect, such as looking after her own safety and health; enjoying pleasurable activities, and making time to ensure that her own needs are met.


  Encourage Social Interaction and Finding Common Interests with Others


  Engaging in ritualistic good manners – saying ‘please’ and ‘thank you’ and asking ‘How are you?’ can seem fake, but it is a simple way of demonstrating awareness of, and respect for, other people. Knowing how to put your true feelings aside and ‘fake it’ when the situation requires it is an important skill. Manners are a codified way each culture has for keeping things pleasant and behaviour ‘civilised,’ presenting a series of accepted and expected behaviours that let us know how to behave in particular common – and less common – circumstances. 


  The Warrior is more likely to feel empathy towards someone if he can recognise things that he and the other person have in common, and the co-protagonist can help him to look for these commonalities. We also find it easier to empathise with people who we have shared experiences with, either pleasant or unpleasant. There seems to be a natural human tendency to turn against people who are unlike us, not of our family or tribe, and to treat such outsiders with less compassion. The more we humanise and personalise the victims of distress, tragedy, bullying, etc., the better we are able to respond with empathy.


  Who deserves empathic concern and who doesn’t? This is influenced by the moral and political beliefs of our culture. There is a danger that cultural differences – people from other countries or other religions – will be used to create a ‘them and us’ divide, and used as an excuse for not treating the others or the outsiders with the same respect and kindness we use of ‘insiders.’ This is why the Warrior should be encouraged to seek similarities rather than differences.


  The Warrior archetype is most obviously seen in War stories and other types of Action-Adventure. It is also seen in the Romance genre in the form of an ‘alpha male’ who is initially in an antagonistic relationship with the Carer-protagonist.


  11 | The Psychopath


  The extreme form of the Warrior’s shadow self, beyond the narcissist, the bully and the dictator is the psychopath. What is a psychopath? Robert D. Hare, in his book Without Conscience, describes psychopaths as ‘social predators’ who take what they want with no hint of remorse. We usually associate the term ‘psychopath’ with serial killers, but this type of personality also includes stalkers, rapists, conmen, paedophiles, bigamists, arsonists, thieves, mercenaries, disbarred doctors and lawyers, terrorists, unscrupulous businessmen and bankers, and those who engage in spousal abuse. They are all people who effectively put gratification of their own desires above the rights of others; they are, as the title of Hare’s book says, without conscience. Psychopathic behaviour involving violence and murder is at the extreme end of this personality spectrum, with genocide being the most extreme, but there are lesser forms of such remorseless behaviours that are sometimes labelled sociopathic, dissocial, or antisocial.


  Hervey Cleckley’s The Mask of Sanity, originally published in 1941, was one of the earliest studies of the ‘psychopathic personality,’ and in it, he gave a clinical profile that listed sixteen ‘characteristic points,’ devoting a brief chapter to each. There have been developments of the profile by various writers since then, most notably Robert D. Hare’s ‘Psychopathy Checklist’ (PCL-RTM 2nd ed., 2003). The Diagnostic and Statistical Manual of Mental Disorders (4th ed., 2000), published by the American Psychiatric Association, uses the term ‘antisocial personality disorder,’ which it defines as “... a pervasive pattern of disregard for and violation of the rights of others...” It lists seven ‘diagnostic criteria.’ The ICD-10 Classification of Mental and Behavioural Disorders: Clinical Descriptions and Diagnostic Guidelines (1992), published by the World Health Organisation uses the term ‘dissocial personality disorder,’ which includes ‘amoral, antisocial, asocial, psychopathic, and sociopathic personality (disorder),’ and lists six characteristics. 


  I’ve done a mix and match between these various listings to come up with a set of a dozen characteristics that I think are of most use for creating a ‘psychopathic character’ in fiction:


  



  1. Grandiose sense of self-worth/egocentricity


  2. Superficial charm/glibness


  3. Deceitfulness, insincerity and lying


  4. Callous disregard for the feelings of others/lack of empathy


  5. Inability to experience guilt or remorse


  6. Inability to maintain long-term relationships and inability to experience love and other emotions


  7. Irresponsibility and a disregard for social norms, rules, and obligations


  8. Failure to accept responsibility for their own actions – using rationalisations or blaming others


  9. Low tolerance for boredom / Impulsivity and recklessness


  10. Difficulty controlling behaviour, particularly the discharge of aggression


  11. Inability to profit from experience, especially punishment


  12. Failure to make long-term plans


  



  Referring to his own definitions of psychopathic symptoms, Robert D. Hare observes that they exclude those qualities necessary for people to live together in social harmony. Hare also points out that just because a person exhibits some of the behaviours on the list, it doesn't mean that they are a psychopath. The twelve behaviours listed above are covered in more detail below.


  (1) Grandiose Sense of Self-Worth


  The psychopath is the most grandiose, egocentric or self-centered form of the Warrior. He grossly overestimates his own self-worth and relative importance and has a similarly inflated sense of entitlement. He sees himself as superior to those around him, and so justified in living according to his own rules rather than those agreed by society. The psychopath is arrogant, and his self-assurance can be charismatic and attractive to weaker personalities. This is part of the psychopath’s overall design, as he also likes to dominate others: he wants to have power over people and control them. He is also opinionated, and unable to accept that other people have valid opinions of their own.


  Another strength that others may find attractive in a psychopath is that he is seldom embarrassed by legal, financial, or physical setbacks. The psychopath views these problems as temporary, the result of bad luck, injustice, incompetence or betrayal on the part of others; he believes that any setback can soon be overcome by his own superior experience and abilities.


  (2) Superficial Charm or Glibness


  Cleckley wrote that psychopaths often make a good first impression, seeming to be agreeable, spontaneous, alert and friendly, well-adjusted and happy. They are easy to talk to, witty and entertaining, and seem to have many interests in life. And they often appear socially adept, never showing the kind of awkwardness many of us feel in group situations. They will seem courteous and may appear both generous and caring, at least superficially. Few people are able to sense, on first acquaintance, that the psychopath’s charm is simply a facade. He seems genuine.


  It is believed that psychopaths demonstrate good reasoning skills – Cleckley listed ‘intelligence’ in his original criteria – and while there is some evidence that some psychopaths do better than average in intelligence tests, there is also evidence that this ‘intelligence’ is of a superficial quality. Psychopaths are often good storytellers, able to rationalise their own opinions and activities, and always able to show themselves in a good light. Claiming expert knowledge in a broad range of subjects is a common trait, and they are usually convincing to a layman. Some people, however, are able to see through the psychopath’s facade, seeing them as too glib and obviously insincere. 


  (3) Deceitfulness, Insincerity and Lying


  The psychopath lies easily and seems to have no concern about his deceit being found out. He is a ‘pathological liar’ with no internal moral compass and is entirely comfortable using untruths to manipulate people. He is no more concerned about lying to close family or friends than he is lying to strangers. What he says about his past, and what he promises for the future, cannot be trusted. Truth is probably only of value when you have genuine respect for other people, and respect for your true self, and the psychopath is beyond either: if relationships with people are of no consequence, then truthfulness is of no consequence. And the psychopath has long deceived himself about himself, coming to believe that he is his false, his idealised self.


  The psychopath is so calm in his dishonesty that he gives no clue that he is lying, unlike other personality types who ‘give themselves away’ through body language and gestures, and the tone and content of their speech: he looks people firmly in the eye and speaks convincingly. And for him, the big lie is of no more concern than a white lie. He appears to have no fear of being found out, no concern about possible consequences. He will, in fact, be proud of his ability to lie convincingly and dupe people. He believes that there are two kinds of people in the world, predators and victims, and he has no intention of being a victim.


  His lack of concern for his deceit can also be seen in his ‘owning up’ to a lie, that he will happily do if he sees there is something to be gained: he feels no discomfort in such an admission, and will use it to appear to demonstrate guilt, remorse, honesty, or strength of character that he really does not have. This will often happen when it appears to him that detection is certain anyway, and he decides to turn the situation to his own advantage. Another situation where admitting something is of benefit to the psychopath is to confess some sin that the hearer would feel uncomfortable about to conceal another sin, the idea being that the listener will conclude that if the psychopath is telling the truth about doing sin A, then he must be telling the truth about not doing sin B. To the psychopath, both sins are equally inconsequential. If some of what he says is true, people will believe that all of it must be true, and he uses this to his advantage.


  It is their ability to lie that enables psychopaths to cheat, con, and defraud people. They are aided in these activities by an uncanny knack of being able to determine and exploit another person’s weaknesses. Even when captured and imprisoned, the psychopath can use his skills to his own advantage. He will engage in educational courses, take part in recovery programs, or undergo religious conversion in order to manipulate authority figures into believing that he is remorseful and determined to turn his life around. He turns the good-will and hopes of helpful, caring people against them.


  Anyone, layman or professional, who has been taken in by a conman will ask himself, and be asked by others, how they could have fallen for such an unlikely story. Did they not see that this person was too good to be true? The answer is that the psychopath is such a convincing liar, is so good at what he does, that even the most cynical or cautious of people are taken in by him.


  (4) Callous Disregard for the Feelings of Others


  The psychopath shows a complete lack of empathy. The feelings of others are of no concern to him. As a result, he is unresponsive to the kindness of others, and thinks nothing of preying on those who have been generous towards him.


  The ability to ‘switch off’ or turn down empathic responses to the suffering of others is probably a natural human defence mechanism: some situations are so intense that a person would risk being overwhelmed by empathic responses, and would be unable to offer help to the sufferer. People who work in the emergency services, surgeons, and others in similar occupations could not work effectively if they were too attuned to their patients. Psychopaths carry this to an extreme, lacking any form of empathy. This is what allows a serial killer to torture and mutilate his victims without concern for their feelings. And it is what allows psychopaths to steal, swindle, embezzle and engage in other parasitic lifestyles without a thought for the consequences of their actions. It allows them, as Hare says, to neglect the welfare of their families, abuse their spouses or children, or to simply engage in a series of casual, impersonal sexual encounters. 


  (5) Inability to Experience Guilt or Remorse


  Linked with the lack of empathy is the psychopath’s inability to feel guilt or remorse as a result of his wrong-doings, regardless of the trauma they inflict on others. When captured, the psychopath does not express remorse – unless he believes faking it will bring him some personal gain – and, according to Bartol, may even take considerable pleasure in the shock his ready admissions of guilt produce in others. And his explanation for his actions, however risky to himself or damaging to others, is that he did it ‘for the hell of it.’


  A psychopath may know that he is meant to feel remorse, and may say that he is sorry for what he has done, but he does not actually feel guilty and says so only because he believes there is something to be gained by it. Psychopaths have also been known to try and imitate the symptoms of schizophrenia in order to try and escape culpability. The psychopath’s lack of guilt is linked to the fact that he does not accept responsibility for his own actions, and even seeks to deny his actions, or to rationalise them by blaming others or fate: as Hare points out, psychopaths often regard themselves as the real victims. Even when they admit their crimes, psychopath’s deny or minimise the effects of their actions on others, some arguing that the victim actually gained something or even enjoyed the experience of being conned or raped. And thieves often minimise the impact of their behaviour by saying that whatever they stole was covered by insurance and that the victim probably benefited by inflating their claim and claiming more than was lost.


  (6) Inability to Maintain Long-Term Relationships and Inability to Experience Love and Other Emotions


  The psychopath is capable of forming casual friendships with others, but his relationships are generally superficial. He is completely incapable of forming an emotional attachment to another human being. But he may be quite adept at pretending to love the woman or family he is intending to swindle. He also finds it difficult to understand why other people love each other.


  It is not only love that the psychopath is unable to experience and to express: the full range of his emotional responses is extremely limited. Again he may be capable of shallow emotional responses, but deeply felt emotions beyond anger, hate, lust and frustration are beyond him.


  Psychopaths may appear witty, though this is generally limited to wordplay or punning. Bartol refers to Cleckley’s comments about psychopaths who may become vulgar and domineering after consuming only small amounts of alcohol, and who engage in cruel practical jokes that do not appeal to others, noting also that psychopaths lack the ability to laugh at themselves.


  Hare also notes that there is evidence that psychopaths lack the normal physiological responses associated with fear. This may be significant in that they do not feel concern in the anticipation of punishment: a key fear factor that keeps most people from transgressing social rules. The psychopath only seems to understand fear in others through rationalising it on an intellectual level as he lacks empathy. 


  (7) Irresponsibility and a Disregard for Social Norms, Rules, and Obligations


  Obligations and commitments mean nothing to the psychopath, and he will think nothing of walking out on a job or relationship without warning. Obviously, it is not in the psychopath’s interest to be consistently unreliable: he would be unable to win people’s confidence. Instead, he proves himself reliable enough to be trusted – turning up for work, meeting financial obligations, keeping promises, and ignoring opportunities for theft – perhaps for weeks or months, sometimes even longer. It is impossible to predict how long his socially acceptable behaviour will last, or what it is that causes him to abandon it at a particular moment and exploit the trust he has earned. It does not appear to be occasioned by an increase in stress or frustration, nor by the value of the prize he takes: he appears to act on a whim. All that can safely be predicted is that the psychopath will, sooner or later, betray the trust placed in him.


  Among non-psychopathic criminals, there is usually some form of ‘moral code’ and loyalty to one’s fellow gang members. Psychopaths have no such quality, being concerned only with their own existence.


  (8) Failure to Accept Responsibility for Their Own Actions


  The psychopath cannot accept blame for either his own misfortunes or for the consequences of his actions on others. As previously mentioned, he may say that he is guilty of some act only if there is some benefit to be gained from such an admission.


  The psychopath avoids responsibility by either blaming others or by claiming that he is himself a victim of fate or circumstances. He also uses rationalisation extensively, that is, he provides plausible excuses for his irrational or unacceptable behaviour. 


  (9) Low Tolerance for Boredom / Impulsivity and Recklessness


  As a result of his low boredom threshold, the psychopath might engage in what Cleckley labels ‘inadequately motivated antisocial behaviour.’


  The psychopath’s actions, while seeming to be a compulsion to do something to relieve boredom, do not have the quality of an obsessive-compulsive disorder, in that the psychopath does not limit his actions to repeating a single specific activity. He is not a kleptomaniac or a pyromaniac, confined to a single antisocial act that perhaps has some significant symbolic meaning for him, but rather he is motivated by frustration to seek stimulation and to demonstrate his own power, which he may do through a number of different crimes. Another quality sometimes ascribed to psychopaths is versatility in their criminal behaviour. Bartol also observes that psychopaths may be thrill-seekers, drawn to hobbies such as car racing car, skydiving, and motorcycling.


  Psychopaths do not consider the consequences of their actions, they are impulsive and will do things just because they feel like it at the time. They seek immediate gratification of their wants or relief from frustration. But their need to live ‘on the edge’ or in the ‘fast lane,’ does not mean that psychopaths are well-suited for dangerous professions: their impulsiveness means they lack dependability and attention to detail.


  (10) Difficulty in Controlling Behaviour, Particularly the Discharge of Aggression


  Psychopaths are more likely to engage in ‘dispassionate violence’ than other criminal types. Bartol quotes the evidence of a 1992 FBI report that said that almost half the law enforcement officers who died in the line of duty were killed by individuals who closely match the personality profile of a psychopath. He also writes that the crimes of psychopathic sex offenders are likely to be violent and sadistic. Where murders and criminal assaults by non-psychopaths are often the result of domestic disputes or extreme emotional arousal, the same is not true of criminal psychopaths. Psychopathic violence tends to be callous and cold-blooded, and research indicates that psychopathic rapists are more likely to have ‘nonsexual’ motivations including anger and vindictiveness. 


  The vindictiveness of psychopaths is an important feature to note, as they are extremely sensitive to anything they perceive as a slight or an insult, and they lack the normal inhibitions that would control reactions to such minor ‘attacks.’ Psychopaths may react violently with only the slightest of provocation, and their violence can be completely out of proportion to the incident that triggered it. The eruption of violence will usually be short-lived, and the psychopath – unlike the victim and witnesses – will quickly forget about it and get back to whatever he was doing before. ‘Cold-blooded’ is a term often used to describe the psychopath.


  Hare observes that psychopaths are not ‘out of control’ when they explode into violence, but are in fact very much aware of what they are doing: they seem to be able to switch on their rage, and control it as they decide exactly how much damage – physical or emotional – to inflict upon an opponent. Psychopaths do not suffer the ‘clouded judgment’ that non-psychopaths suffer when they are possessed by rage: when most people lose their temper and react violently, they are usually appalled by their own actions once they ‘cool down.’ Not so the psychopath, who seems to possess his rage, rather than be possessed by it.


  The psychopath will usually regard his outburst as a natural and proportionate response to provocation. As mentioned above, he will feel no remorse about his actions, and his reaction is more likely to be indifference, a feeling of power and smug satisfaction. He has no conscience as such, so will never suffer the kind of post-traumatic stress that is demonstrated by some soldiers or police officers who have killed or injured a person in the line of duty.


  (11) Inability to Profit from Experience, Especially Punishment


  According to figures quoted by Hare, the recidivism rate for psychopaths is very high: the rate for all crimes is about double that of other offenders, and for violent crimes is about three times that of other offenders. It is believed that although psychopaths may be highly intelligent when it comes to many forms of abstract thinking, they have a problem applying what they have learned or observed to their own lives. Cleckley said that the psychopath is unable to see himself as others see him, which is another symptom of his lack of empathy. Instead of perceiving things that would normally lead to insight, i.e. ‘If I behave in this way, then the consequence will be this,’ they instead persist in blaming others or fate for their misfortunes. Bartol writes that some educated psychopaths can speak knowledgeably about the ‘psychopathic personality,’ while being unable to associate this to their own behaviours. 


  (12) Failure to Make Long-Term Plans


  As mentioned previously, flawed Warriors have difficulty making long-term plans, and concentrate instead on short-term goals: they seek ‘instant gratification’ and have a low tolerance for frustration. The same is true of the psychopath, who is unable to see the long-term consequences of his actions, either on others or on himself. His thrill-seeking impulsiveness and inability to learn from experience means that the psychopath tends to live in the moment, frequently changing his plans, and giving little thought to the long-term future. He also tends not to look back and consider his life to date. 


  Types of Psychopath


  We’ve already mentioned serial murderers, rapists, conmen, thieves, spouse beaters, and arsonists as being groups likely to contain a large proportion of psychopaths, but there are other less obvious groups.


  Many psychopaths prey on the people who trust them, so it is not surprising to find psychopaths attracted to positions that have an inbuilt trust relationship: doctors, priests, lawyers, politicians, bankers, ministers, counsellors, teachers, child-care workers, and similar positions. Hare warns that, as expert deceivers, psychopaths make excellent impostors. They gain entry to professions where knowledge or experience is easy to fake, jargon is easy to learn, and where credentials are unlikely to be properly checked. Psychopaths, like all flawed Warrior types, are drawn to positions of authority, so are attracted to any form of hierarchical institution where they can hold a position of power over others.


  Are Psychopaths Insane?


  In criminal courts, even the most brutal and sadistic psychopaths are usually judged sane. It is argued that they engage in sexual crimes, torture and murder not because they are insane, but that their actions arise from cold and calculating thoughts. When a serial murderer such as Ed Gein is diagnosed as criminally insane, and therefore not fully responsible for their actions, this is usually because they are suffering from a violent form of paranoid schizophrenia.


  Psychopaths do not seem to suffer from worry and anxiety, irrational thinking, delusions, severe depressions, or hallucinations. Even under extreme pressure, they remain calm. However, there is some evidence that it is possible for an individual to be both a psychopath and a schizophrenic. Although psychopaths can be susceptible to depressive states, and may even engage in acts of self-harm or behaviours that put their lives at risk, it is rare for them to consider taking their own lives. 


  Life Story – How Did the Psychopath Get That Way?


  We have considered the life story of the flawed Warrior in detail, so here I will just consider the types of experiences that move the individual beyond flawed and into the extreme forms of Warrior behaviour.


  In terms of background, studies have indicated that psychopaths tend to come from families where there are both family and societal issues. Parents may neglect or abuse the child, the family may contain one or more people – other than the young psychopath – who exhibit antisocial behaviours, and the child-rearing skills within the family are generally poor. The psychopath will probably have suffered negative experiences in social situations and in school. As a child the psychopath will often perform poorly in school, his behaviour being impulsive and antisocial. Truancy, vandalism, lying, bullying, cheating in schoolwork or tests, theft, defiance of rules, substance abuse, arson and similar behaviours may be demonstrated, as may cruelty towards animals, siblings, or other children. The onset of adolescence adds the possibility of stalking or promiscuity.


  Socio-economic deprivation is often a factor in the early lives of those psychopaths who are encountered within the criminal justice system, but psychopaths also come from apparently wealthy and well-adjusted families. 


  Breaking the Rules


  Earlier I quoted Hare’s observation that psychopaths lack all the qualities necessary to live in harmony with others in society. This is because psychopaths refuse to live by anyone’s rules but their own, and every society has many rules, from a formal system of law to the ritualised behaviours of good manners. Such rules and customs are necessary to protect individuals and to ensure the smooth running of society as a whole, and they are taught to children by parents, teachers and others in a process called socialisation: the child learns how to function as a member of society.


  Children learn the importance of ‘living by the rules’ because of a number of factors, including beliefs and a shared moral value system, not simply the threat of punishment. 


  Socialisation, especially as gained from our parents, is what creates our ‘inner voice’ of conscience, which is what tells us when we are doing something that feels wrong. Our own feelings of guilt prevent us from engaging in behaviours, no matter how great the temptation, that threaten the values of the social group.


  The psychopath, for whatever reason, does not successfully complete the socialisation process, and as a result seems to have no conscience, no guilt. There is nothing internal to prevent him from satisfying his desires. For him, any act is possible.


  Part of the reason for the psychopath’s lack of conscience is that he does not fear punishment, and has no anxiety relating to getting caught. He does not have that inner voice that tells him: Do not do that, you will get into trouble. The psychopath also seems to have difficulty foreseeing the consequences of his own behaviour. We would weigh up the pros and cons, the risks and benefits of any action, but the psychopath sees only the immediate benefits.


  The Psychopath’s Use of Language


  As well as the primary characteristics of the psychopath listed above, Hare describes one other interesting feature of the psychopath: the way in which he uses language. I think these observations are worth mentioning, because they may be useful in creating the dialogue for such a character, and – when it is introduced – for showing the hero’s disintegration and movement towards the shadow side of his personality.


  Research into what psychopaths say has revealed that statements they make are often logically inconsistent or contradictory, but that these usually escape detection, and they also sometimes put words together in strange ways. Their language also lacks depth of feeling, as if they know what particular words mean, but do not grasp their emotional significance. Hare also observes that, like anyone, a psychopath may say something to deliberately impress or shock a listener. Also, the psychopath has to observe other people's emotions on an intellectual level, because he is unable to 'feel' them on an empathic level. Psychopaths will often seek cues from people around them to see how they are supposed to feel and respond. 


  It has been noted that psychopaths seem to have problems connecting sentences into a coherent whole with an underlying theme: they change topics and go off on tangents, in a ‘stream of consciousness,’ with little or no self-editing. This could be because they are talking more for their own benefit than with any particular awareness of the impact of their words on an external listener. What they say may seem okay to a casual listener, but analysis shows it to be disjointed and inconsistent. They can also be imprecise in their use of language: because they know what they mean, why should they be concerned that what they say is unclear to the listener? Psychopaths are also known for not answering the question asked.


  Psychopaths in Films and Novels


  Psycho, The Texas Chainsaw Massacre and even The Silence of the Lambs (in the Buffalo Bill character) all feature psychopathic murderers who were inspired by real-life serial killer Ed Gein, though as I have already said, Gein was also diagnosed as being a violent schizophrenic. David Berkowitz, the ‘Son of Sam’ serial killer, also appears to have been a schizophrenic rather than a ‘pure’ psychopath. 


  Robert D. Hare says that even Hannibal Lecter doesn’t represent a true picture of a psychopath, despite the head of the hospital for the criminally insane where he is being held describing him as ‘a pure psychopath.’ The killers that films, novels – and even news reports – portray as psychopaths are often people with more complex issues than simply psychopathic behaviours. The confusion between psychopathic behaviour and violence arising from some forms of schizophrenia is something that writers should be aware of.


  Robert D. Hare regards the character of Holly, portrayed by Sissy Spacek, in the film Badlands as a good example of a genuine psychopath. 


  Other than serial killers, what examples of psychopaths do film and literature offer? Hervey Cleckley included a chapter on ‘Fiction Characters of Psychiatric Interest’ in The Mask of Sanity. He describes Shakespeare’s Iago (in Othello) as ‘perhaps the most interesting and ingenious creation of vindictiveness known to man; and “In King Lear the cruelty of Edmund, bastard son of Gloucester, is plainly pathologic.” 


  Cleckley views the character of Scarlett O’Hara in Margaret Mitchell’s novel Gone with the Wind as a least ‘partially psychopathic,’ as a result of her egocentricity, emotional impoverishment, and the fact that she is unable to understand the emotions or principles of those around her. He says that the character of Mildred in Somerset Maugham’s Of Human Bondage also has many of the qualities of a psychopath.  


  Why the Psychopath is Beyond Redemption


  While the Warrior-hero is a suitable candidate for redemption and is able – with appropriate external help – to achieve integration and even the Warrior-villain could be saved, the psychopath is beyond such help. Once the hero has achieved a degree of integration, he will often want to share it with the villain, telling the villain how their experiences have been similar and that their behaviours have much in common. He will try and persuade the villain that he too can redeem himself. But if the villain is a true psychopath, he is too far along the path to darkness, too deep inside his shadow-self to respond to this offer of help.


  In Without Conscience, Hare explains why traditional therapy does not work with psychopathic personalities: the psychopath refuses to believe that he has a problem, and sees no reason to conform to the standards of behaviour that other people expect. He is not suffering personally, and so feels there is nothing that needs fixing. He believes that he is a superior being, and it is perfectly natural for him to prey on weaker specimens. Hare believes that psychopaths have a ‘rock-solid personality structure,’ with attitudes and behaviour patterns which are so well-entrenched, that they are impervious to outside influence. They resent all forms of authority, and hate feeling that they are in a position of inferiority: to need help is to be weak, and so they deny the need. Psychopaths also do not take responsibility for their own actions – blaming the system, fate, or other people – so why would they feel that they themselves have a need to change?


  They are also not capable of the introspection and need to explore emotions that most therapies require. They do not want to develop new ways of thinking and feeling about themselves and others. They do not value interpersonal relationships and are not able to become part of the kind of trusting partnership on which therapy is based.


  In formal therapy situations, psychopaths use their manipulative skills with therapists, either in one-to-one or group sessions, dominating the proceedings, or playing ‘head games.


  No ally, no matter how devoted, is going to be able to reach the psychopath on an emotional level and encourage the development of their true self.


  12 | The Adventurer


  The Adventurer is a combination of the Carer and the Warrior, and so is able to enjoy life on both an emotional and a physical level. He is active, daring, impulsive, joyful and caring. He has a child’s desire to explore, to try everything and do everything, even the forbidden. This drive is anarchistic, irreverent and amoral – we do not condemn it as evil: in a child it is ‘naughty,’ and in an adult ‘irresponsible’ at worst. He is witty and charming and can be a great conversationalist and storyteller. Or if he’s the physically adventurous type, or an ‘extreme’ sportsman, he may find companionship only in shared activity: conversation will be sparse and terse, as everything that needs to be said is said through action. 


  Examples of the Adventurer include Maverick (James Garner); Robin Hood (Errol Flynn); James Sawyer (Josh Holloway) in Lost; Captain Jack Sparrow in the Pirates of the Caribbean movies; and Starlord (Chris Pratt) in Guardians of the Galaxy. There are female adventurers too – Lara Croft is an example – but in fiction, the female version of this character is often found in the Seductress – think of Mae West or any character who pursues men for physical pleasure and adventure rather than romance.


  The Adventurer is also a rebel, pointing out that mindlessly adhering to order, rules, deadlines, conventions and a sense of duty stifles our creativity and enjoyment of life. He lives life for its own sake and creates things for the simple pleasure in creation. He can find humour in even the most difficult situation and lets us laugh at the absurdities of life, at bureaucracy, and at our own misfortune – giving us the resilience to get up, dust ourselves off, and try again. Note that we also find a different version of ‘the rebel’ in the Artist archetype.


  The Adventurer regards intense experiences as vital, but even when in the midst of the most exciting activities, he has a nagging feeling that something is missing. It is as if he is not one hundred per cent present in what he is doing, and so can’t quite achieve the satisfaction he desires. A flawed variation of the Adventurer is the cynic, who is a secret optimist or idealist, who is surprised and disappointed when things don’t turn out as he had hoped, despite his tough exterior and ‘I don’t care’ attitude. His restless nature means that the Adventurer has problems making long-term commitments to both activities, such as work or hobbies, and to relationships. He might sincerely mean it when he makes a promise, but he can quickly forget it when he gets caught up in his latest adventure. He starts more projects than he finishes.


  The Adventurer doesn’t need to be in charge, as long as he feels he’s in control of his own destiny. But he can be a leader, if necessary, and when he is, he leads from the front. His pragmatism, timing, and sense of expediency mean he can seize the moment and exploit whatever resources are to hand. He’s able to size up a situation quickly and can persuade people that his solution is the most practical. He’s able to make plans, but can also be flexible. His unconventional attitude also means he can come up with creative and unexpected solutions. When things go wrong, the Adventurer is not flustered: he assesses the damage and comes up with a new plan. The Adventurer treats people equally and is fiercely loyal to the people in his team. The Adventurer has the stamina to push on when others are exhausted. He’s a survivor and will endure whatever he has to. And he’ll take risks that others would back away from.


  The female variant of the Adventurer-type is a woman who is comfortable in her body and knows what she wants from life. She can be an adventurous ‘tomboy’ who enjoys physical excitement, or she may simply enjoy her sexuality and more sensual pleasures, and doesn’t care if people regard her as a seductress or temptress because of this. She needs experiences that make her feel alive and prefers to be with a partner than to be alone. But she is more likely to enjoy short-term relationships, or to find herself in the role of a mistress, than to commit for the long-term: wife and mother are not roles that appeal to her. She can be a tomboy or a femme fatale.


  Being physical and openly sexual makes her a very desirable woman, and this gives her enormous power over certain types of men, who are hypnotised by her charm. Just being with her makes them feel powerful and desirable. She loves to take the upper hand in relationships; she’s manipulative, and she uses her charm to get whatever she wants. And she will happily play one man off against another for her own benefit. The seductress is smart, she knows how the world works. People may only see her surface charms and write her off as a bimbo, and she will happily let them underestimate her so that she can use this to her advantage. Like the cynic, the seductress has a slightly world-weary air, and somewhere along the way she learned not to trust men, and to keep her true feelings hidden. But buried deep beneath her cynicism lies secret optimism and a yearning for genuine affection.


  



  Alternative labels for this archetype include the Artisan, Charmer, Comedian, Daredevil, Entertainer, Explorer, Fool, Free-Spirit, Jester, Lover, Performer, Playboy, Rebel, Rogue, Seductress, Temptress.


  



  Occupations. The Adventurer prefers active and people-related jobs, rather than solitary assignments. He is a jack-of-all-trades rather than a specialist. His short attention span and need for novel experiences mean he’s unlikely to stick at any one job, and may even have several jobs at once. He is attracted to occupations where his charm helps him to achieve success: salesman, public relations, politics, gambler, beautician, hairdresser, or tour guide. Anything that involves working outdoors or travel is also likely to attract him. Or any position that has in-built challenge or danger: paramedic, fireman, jewel thief, private detective or racing car driver. He also enjoys entertaining people, so is drawn to the performing arts. Being free and in control of his own destiny means that the Adventurer often prefers to work for himself. The Adventure is able to master any tool that he needs in order to achieve his current goal, whether that tool is a scalpel, chisel, or brush; a screwdriver or an earthmover; a sword or a six-gun. Adventurers are not likely to be found in repetitive work, such as on assembly lines, or in sedentary work like accounting.


  The Adventurer’s hobbies are likely to be as important to him as his day job: he enjoys flirting with danger, so surfing, skydiving, hang gliding, parasailing, rock climbing, or fast driving are likely pastimes. Adventurers like playing physical sports, learning new things, experimenting with new recipes in the kitchen, and playing music. They need a challenge and they need to be with people.


  (1) Denied Self


  The Adventurer’s denied self is that part of us that Carol S. Pearson, in Awakening the Heroes Within, calls ‘the innocent’ – the part that has faith and optimism, and trusts in life, other people, and our self. This the part that believes, and wants to believe, that what others tell us is true. It is this innocent optimist who believes that the promises that others make, and the ones we make to ourselves, will be kept.


  The Adventurer’s wish to hang on to innocence and protect it can lead him to deny danger – such as the fact that a friend or lover cannot be trusted. This refusal to see the potential for betrayal is what keeps many people entering the same kinds of abusive relationships over and over again. They themselves may take the blame for the harm done to them, believing it is their own fault for not being good enough. The Adventurer denies his own suffering and seeks to escape from painful memories by throwing himself into activities in order to keep himself distracted. He is secretly an optimist, hoping for the best, but he hides this behind a cynical, world-weary persona. He will deny his Carer-self and allow his Warrior-self to protect his feelings. This can also cause him to deny his own actions, and to fail to take responsibility for his own part in his problems. It can cause him to have an irrational optimism that ‘everything will be all right,’ so that he doesn’t take any action to help himself. 


  (2) Defensive Behaviour and False Self – Cynicism


  The Adventurer is an idealist who has become disillusioned. He has lost his belief and mistrusts everyone and everything. His cynicism is a defence mechanism, protecting him from further disappointment, and enabling him to deal with feelings of failure or powerlessness: only people who succeed or who have power can afford to be idealistic, or so the Adventurer believes. 


  The Adventurer has sufficient personal power to be able to disagree with other people’s beliefs, or to debunk them; but from the Carer he inherits a certain degree of compliance, so often lives within a belief system that he acknowledges to be false or flawed, but he doesn’t take action to try and change the system. It is a kind of moral apathy when a person says that they would sooner live with a problem than do something about it.


  Cynicism also provides the Adventurer with secret feelings of pride and power, in that he believes himself to be smarter than other people because he doesn’t fall for their false beliefs. ‘Belief’ here doesn’t necessarily refer to a religious or political doctrine, though it can include both those things; it means belief as in having a positive outlook, a fundamental trust in the world and the people in it, including ourselves, and to have a sense of purpose: to know what we can achieve, and to use our abilities and reach our full potential.


  The Adventurer believes that his experiences, indeed his whole life, is without meaning. He feels that it is impossible to achieve a sense of satisfaction and fulfilment, and that the only way to fill the void this leaves in his life is through the pursuit of pleasure and sensation. The Adventurer became disillusioned early in life, losing his innocence as a result of some sort of literal or metaphorical orphaning experience. 


  His rebellious streak means that he can be insubordinate: he wants to be in control of his own fate, so doesn’t see the point of authority or hierarchy. He has problems obeying rules, regulations, and laws. His impulsive search for excitement can make him reckless and irresponsible, disregarding his own safety and that of others. He lives for the moment and so doesn’t worry about the future.


  Although generous and loyal, he may not want to stick around when things get difficult. When there is sickness or trouble, he may just disappear, avoiding anything that will ‘bring down’ his mood. The flawed Adventurer is driven to keep moving, to seek out the next distraction. He shuns all unpleasant emotions, including fear. His desire to be happy can degenerate into frantic escapism. The Adventurer can be self-indulgent, but rather than making an outward show of resistance, he will appear to comply, and then go off and do his own thing anyway, making him an unreliable ally.


  The flawed Adventurer tends to be terrified of commitment – especially when it comes to romance. He is a wanderer, making new friends easily, but never really getting close, or letting anyone get close. He forms relationships on impulse, based on whatever he wants at that particular moment: he falls in and out of ‘love’ easily. He is unable to feel deeply, and won’t allow himself to empathise with others. He is unable to say ‘I’m sorry’ – he doesn’t feel the need: people should just move on to someone new as he does. 


  He is self-focused and more interested in what people can do for him than in what he can do for them. He is manipulative and sees nothing wrong in tricking people in order to get what he wants. To him, it is just a game. His cynicism can mean he takes a jaded view of the world, suspicious and scornful of everyone, trusting no one – especially the opposite sex. He feels that everyone is just like him, in it for whatever they can get out of it, and he has no intention of allowing himself to be exploited.


  The flawed Adventurer doesn’t like to think about things too much and tends to react quickly. His judgments are made on shallow judgments and minimum information. Rather than make the best decision, he is concerned with doing whatever allows him to avoid unpleasant feelings. 


  (3) Want versus Need


  The Adventurer wants pleasure and excitement: he wants to be happy and free, and to be able to forget his problems. But no amount of adventure can fill the Adventurer’s emptiness. He needs to be more introspective and to regain touch with his negative feelings and unpleasant memories. He needs to accept that sadness and pain is part of reality. He needs to face difficult issues and make a commitment to respond to them in an ethical way.


  (4) Life Story & Wounding


  In the broadest terms, the Adventurer was betrayed as a child, and he is trying to escape from the feelings associated with that betrayal. As a child, the Adventurer was not abandoned or rejected by his parents, but his parents put their own needs and desires above his, and as a result he was exploited or abused. The child learned that he could not trust the people who were closest to him, and so he came to believe that he could trust no one. 


  Wounding as a result of betrayal or exploitation often relates to the father-child relationship. The relationship between father and child has a significant influence on the development of the child, whether the child is a boy or a girl. Where the mother is normally protective and nurturing, fathers tend to encourage children towards freedom, independence, exploring and achievement. They tend to spend less time with the child, but their play tends to be more physical and stimulating. Research has suggested that having this natural outlet for their energies helps children to learn to regulate their emotions and overcome the urge to act on aggressive impulses: the child learns to enjoy ‘playing rough’ with dad but learns acceptable limits for such behaviour. There is also some evidence to suggest that fathers engage in practical educational activities, encouraging the child to ‘do’ rather than to watch or listen. The father also allows the child to develop a trusting relationship with someone other than their mother.


  The relationship between a child’s father and mother is also an influential factor. A mother is able to perform her nurturing role much more successfully if she has the physical, emotional, and financial support of her husband. And mother and father’s relationship is the model against which the child will judge all future relationships.


  The father provides a male role model for his son, and the child learns from his father how he should treat females. The father teaches his daughter how she should expect to be treated by men. A girl who has a loving, attentive and respectful father develops higher self-esteem, especially if he shows genuine interest in her activities and praises her achievements, and she is less likely to end up in an abusive relationship as an adult.


  It is important to remember that a ‘father figure’ does not necessarily have to be the child’s biological father: a stepfather, an uncle, a grandfather, an older brother, or other male relative or family friend can also provide the necessary male perspective. And although we’re using the tradition female-mother-nurturer male-father-protector stereotypes here, we should also recognise that a child might be raised within a same-sex relationship and that the child can receive the same levels of ‘nurturer’ and ‘protector’ care within such a family environment.


  What happens when the father-child relationship goes wrong? If the father betrays his wife, by having an affair or by physically or mentally abusing her, then the child also suffers feelings of betrayal. To say that children are resilient and that they will adapt to any situation is only half true: children will survive, but that does not mean they are unaffected. Worse still, the father can directly betray his child. Sexual abuse, incest, is the most invasive and obvious example, but children can also be emotionally or psychologically abused and betrayed by their fathers. And betrayal can be experienced as a result of the father failing to accept and discharge the responsibilities of a husband and father.


  Betrayal is a complex and deeply felt experience, that evokes a number of reactions:


  


  
    	A desire for revenge, vindication, or retribution that can become obsessive.



    	Demonising of the betrayer.



    	Projection of negative feelings onto others, resulting in stereotyping and prejudice: e.g. ‘All men are bastards.’



    	Denial – a refusal to accept that betrayal has occurred; pretending that the harm is not significant, or arguing that the experience was a positive one – learning from the ‘school of hard knocks.’



    	Cynicism – a mistrust of others and a fear of exploitation or abuse, resulting in a need to control or manipulate others so as to avoid the possibility of betrayal.



    	Self-betrayal, such that the individual does not trust him or herself. He may act against his own interests, or betray his own values. He finds himself acting in the callous way he believes others to be acting. Because he was hurt by allowing himself to be vulnerable – to trust another with his true self – he vows never to be vulnerable, to reveal his true self, again. By refusing to risk future betrayal, he betrays himself.


  


  


  Jungian analyst James Hillman, in his essay ‘Betrayal,’ provides the only argument I have seen for the positive aspects of the experience of betrayal. He says that you cannot have trust without betrayal, as they are two sides of the same coin: trust only exists because the possibility of betrayal exists. And we can only be betrayed by people we trust – brothers, lovers, friends, spouses – not by strangers or enemies.



  Hillman writes that the trust between mother and child is a “primal trust of breasts, milk and skin warmth.” The relationship with the father is more like a promise or covenant: the father will protect the child from betrayal by others, and from the child’s “own treachery and ambivalence.” He also writes that it is necessary for the child to learn from the experience of betrayal. Why? Because if the child believes that he can only live in a closed environment of trust and security, where he cannot be hurt or disappointed, where promises are always kept, then he will be cocooned away from real life. It is only through betrayal – a broken promise or broken trust – that he can make the “breakthrough onto another level of consciousness.” Betrayal, Hillman argues, is like an initiation rite: the child learns from his father’s failure and broken promise. It is another way that the father teaches the child self-reliance.


  In the normal course of a father-child relationship, it is inevitable that the father will, at some point, disappoint his son or daughter. No father is perfect, and circumstances may conspire against him. It is a normal part of the development process to have to deal with small disappointments initially, and later more significant ‘betrayals.’ Knowing how to deal with betrayal is a life skill a human being must have, and he will learn it during the normal course of childhood experience. It is only when the betrayal occurs before the child is ready, or occurs on such a massive scale and involves an abuse of parental power – as in the case of incest – that it becomes a developmental wound. 


  A male Adventurer is likely to be stereotypically heterosexual, demonstrating exaggerated machismo in his courage and toughness, his rejection of passivity, tenderness, or fear. He is like a boy seeking his father’s approval or trying to take on his father’s role. A female Adventurer is often similarly stereotypical in her femininity, being glamorous and alluring, and using her ‘feminine wiles’ to get what she wants. Or she may be a boyish adventurer-type, in her father’s image. Writing about this type of personality, Sheldon Kopp says that the child is trying to win the attention of the parent of the opposite sex, and to do so adopts a glamorised self-image shaped to fit that parent’s biases. He becomes ‘mother’s little man,’ or she becomes ‘daddy’s girl.’ This means that some Adventurers must have two contrasting personas, one for each of their parents. 


  This experience involves either the exploitation of, or punishment of, the feelings of sexual love towards the contra-sexual parent, and rivalry towards the other parent, which are the natural feelings of the developing child. The child is either exploited or punished for having these feelings, and sometimes suffers both, one from each parent.


  Lying and Secrecy


  Young children are innocents, and as such they believe what they are told is true, and they always speak the truth. Why would they do otherwise? And when they reach school age they are taught the importance of telling the truth. But we lie to children all the time – from Santa Claus and the Tooth Fairy, to where babies come from. Then there are the lies of omission, the negative and unpleasant facts about life that we ‘protect’ them from. All of these things potentially undermine a child’s understanding of the world around him. While it might be argued that some of these ‘white lies’ are in the child’s best interest, there are other aspects of ‘truth-telling’ which are not so nobly motivated. 


  Children discover that they are punished or shamed if they lie to their parents or teachers, but that at the same time there are some truths that they are not supposed to tell. Sometimes telling the truth is called ‘being rude’ and is not acceptable. And then they discover that their parents do not always tell the truth, and they discover the ‘truth hierarchy’ – you cannot lie to people who are above you in the hierarchy: parents, teachers, employers, the police, the government; and you cannot condone lies from people who are below you on the hierarchy: children, students, employees, suspects, those who are governed. We all discover that ‘truthfulness’ is really a sophisticated system of lying. 


  Children encounter other forms of hypocrisy. When they observe that a parent’s actions do not correspond with their words, children are faced with a dilemma that they must try and reconcile. They may challenge their parent and point out the mismatch between stated beliefs and action, but they are likely to do this only once, especially if they receive an angry response. ‘Don’t do as I do, do as I say,’ or ‘Because I say so,’ are arguments that children are not in a position to challenge. Family secrets are another area where children face an inner conflict. Denial of emotions is another potential area of confusion for the child. Where a parent has difficulty dealing with his or her own emotions, they may demand that the child not express emotions. As Claude Steiner writes in Scripts People Live, some parents have issues with their children showing sadness, or happiness, or anger, or love, and so when these emotions are expressed by the child, they ignore the feelings or demand that they be ‘withdrawn,’ or they in some other way invalidate them. This is particularly true, for example, following a bereavement, where the child is told that they need to ‘be brave’ and not cry. Or following a divorce, where the child is told not to miss the absent parent because he or she ‘abandoned us.’


  More sinister still is the sexual abuse of a child. Stephen M. Johnson, in Character Styles, describes the family circumstances of the female of this archetype typically having a ‘seductive father,’ who exploits the child’s need for physical contact, and her natural sexual curiosity and innocent arousal. This does not necessarily have to go as far as sexual abuse of the child for it to be an issue. The ‘special relationship’ between father and daughter can cause the mother to become jealous, which adds another dimension to the family’s relationships, with mother and daughter effectively becoming rivals for the father’s attention. One parent may use the other’s relationship with their daughter in order to criticise or brow-beat the other. If the daughter’s early needs for nurturance were not met by her mother, and if the relationship between her mother and father is not a loving one, then father and daughter are more likely to seek comfort in each other. Johnson describes the family environment as typically having a cold and rigidly moralistic mother, and a seductive father.


  As mentioned above, the child is left with conflicting messages from each of her parents. From the father, she learns that she is valued only for her sexuality and physical attractiveness. From her mother, she learns that sex is bad and rivalry is bad. She becomes afraid of being needy because she might then be exploited. She becomes afraid of her sexual impulses because they are bad and she will be rejected if people find out that she has acted on them. She is also afraid of being competitive and exploiting the weaknesses of another person, as symbolised by her mother, who she ‘replaced’ in the father’s affections. She learns that sexual love and rivalry to win the affections of another are not safe, and so she denies and represses these thoughts and feelings, or externalises them.


  The sadness that underlies the Adventurer’s character comes from seeing herself ‘sacrificed’ or exploited to meet the needs of her parents. She also has a hatred of her mother for not properly nurturing and protecting her from her father’s behaviour; and a hatred of her father for exploiting her when she was vulnerable. Both of these hatreds may be denied or deeply repressed.


  Usually, the father is dominant, in charge of the home, and he is often physically abusive, while the mother is submissive and withdrawn because of a physical or emotional disability. Alternatively, it can be the mother who is angry, dominant, and hostile, and the father passive and dependent. The mother nurtures both the children and the father. Both types of family appear to be at greater risk of incest, because one parent is aligned with the child, blurring the boundaries between adult and child, making it easy for the sexual boundaries to be blurred also. A child is likely to be drawn into the void left by the weaker parent, taking on a parental role. In incestuous families, mother-daughter role-reversal is common: the daughter takes on the mother’s duties. Social or physical isolation can serve to reinforce the father’s iron-clad control or explain his turning to his daughter for sexual gratification when his wife is unavailable or undesirable. 


  Incestuous families tend to have an extreme view on the subject of sex: the family is either puritanical and forbidding, or is openly and inappropriately sexual, exposing the child to sexual behaviour or stimulus before he or she is developmentally ready. Johnson writes that the exploitation and conflicts the child encounters in her immediate family are too stimulating for her to cope with; she has not yet developed to a stage where such experiences can be productively integrated into her own sense of self. To protect herself, she splits off these feelings, banishing them from her consciousness, repressing the memories. In some victims, particularly of more extreme exploitation, the memories are never fully experienced or resolved.


  Even in less extreme cases, the individual is left confused by her feelings towards people of the opposite sex: she knows that relationships are important, but at the same time she has repressed feelings of hostility towards someone who might exploit her. She may continue to feel that her appearance and social acceptability are more important than other forms of accomplishment. And she may still regard herself as ‘daddy’s girl,’ and so seek out a relationship with a ‘sugar daddy,’ who can provide her with the nurturing parent figure who was missing from her childhood. She is afraid of opening herself up to deeply felt emotional experiences because she is blocking the memories of such experiences in her past, though she probably isn’t aware of this. She may sob dramatically at a wedding, or greet a friend with hugs and exclamations of affection, but the emotion is fleeting, and often an act – she is displaying what she feels she ought to show, rather than allowing herself to express genuine emotions.


  The lack of genuine emotion will mean that her relationships are usually superficial, even though she may mistakenly believe them to be intimate. Her friendships will be similarly shallow, despite initial warmth from her and apparent concern for the other’s welfare. Others will tend to perceive her as selfish, unstable, and unreliable. She enjoys being the centre of attention and will do whatever is necessary to achieve this. She demands attention – reassurance, praise and approval – by being flirtatious and seductive. And she will become furious if she is rejected. If her wishes aren’t gratified immediately, she will tend to overreact to even minor provocations, usually with exaggerated weeping or fainting. These momentary outbursts of emotional fireworks usually lack any real depth of feeling and can be quickly discounted. Others will eventually become immune to her pleas for help because they find her constant stream of ‘crises’ exasperating, and her inability to reciprocate concern unsatisfying. She will deny whole experiences, even in her adult life, replacing them with wish-fulfilling fantasies. Any experience that doesn’t fit with her idealised bias may cause a momentary outburst, but such histrionic behaviour is forgotten as soon as attention is diverted back to her ‘approved’ self-image.


  Whatever the nature of the abuse or exploitation, the child has a doubly difficult time understanding it. First, because they feel that the parent is doing something that feels ‘bad,’ but the child needs to feel that the parent cannot be wrong or fallible. And second, because the parent tells the child that what they are doing together is okay, but that they must never tell another person about it. And a final blow is that if the child ever does decide to tell the truth about the abuse, they fear losing the parent, and they fear not being believed because they are a child and have less power in the ‘truth hierarchy.’


  Lying and secrecy are powerful influences in the family during the early years. Even where sexual abuse does not occur, the guilt and secrecy of a parent can affect a child’s worldview. If parents are ashamed of themselves, for whatever reason, they do not want their children to see and understand them clearly: they do not want the child to see their flaw or weakness. This insecurity can lead the parent to issue injunctions to the child: don’t look at me, don’t question me, don’t talk about what goes on within the family home, and don’t talk to others about yourself. The child internalises this insecurity and believes that there is something wrong with his family, and with him and that he must keep the secret for the safety of them all.


  The abused or exploited child ends up with two fundamental beliefs, that colour their whole view of life. One, that they must avoid unpleasant feelings by escaping into pleasurable activities; and two, that their own lives – their experiences and feelings – have no value or meaning. Things – good and bad – just ‘happen,’ and we have to survive them as best we can: our lives are in the hands of Fate, and there is nothing we can do to change the outcome. From the flawed Adventurer’s point of view, the world is divided into exploiters and exploited; abusers and abused; winners and losers, and the best you can hope for is to avoid being the victim.


  (5) Dominant Attitude and Motivation


  The Adventurer is motivated by a need to escape, to avoid having to face unpleasant memories and feelings. This escape is manifested in a desire for gratification that can degenerate into hedonism or gluttony. The Adventurer’s tolerance for anxiety is the lowest of all the types. He will ignore the dark side of a situation for as long as possible. His need to escape includes avoiding any form of commitment, that he sees as curtailing his freedom.


  (6) Greatest Fear and Crisis Potential


  The Adventurer fears being abused or exploited: of having to relive the traumatic experiences that shaped his life, and that he has blocked out. He is afraid of trusting anyone or of believing in anything and seeing his trust betrayed. His fear of being used means he has concerns about losing his freedom – of being trapped or deprived. His fear of commitment arises because he sees it as a loss of freedom. 


  (7) Contradictions


  Gratification does not bring the Adventurer happiness, it brings the opposite. Experiences are wasted because he doesn’t allow himself to really experience them. There is an emptiness inside him that no amount of adventure can fill – his activities actually cause him pain and unhappiness. What he thinks he wants isn’t really what he needs. He needs to be more introspective, and allow himself to experience his feelings, including the unpleasant ones: to deny them is to deny all feeling and to be incapable of experiencing the pleasure he seeks.


  (8) Virtue versus Vice and Story Values 


  The Adventurer’s vices or sins are gluttony and lust: he is a pleasure-seeker or hedonist, seeking one sensory experience after another. This behaviour is the result of his desperately trying to escape from unpleasant feelings and unpleasant memories. Believing that action only has value as a distraction, the Adventurer is unable to see or believe in any deeper meaning. He is a wounded idealist, who has lost his faith in human nature, and so become cynical. The virtue in opposition to this attitude is faith or belief: feeling that his actions can be directed to a greater purpose. This could be a religious purpose – ‘mission’ is often used to refer to purpose arising from religious beliefs – but can also be a secular purpose: purpose effectively involves using our talents and experience for the good of all. 


  Story values that can be explored through an Adventurer hero include sexual love, rivalry, betrayal, incest, escape, loss of faith, cynicism and redemption.


  (9) Relationships


  The nature of his family circumstances means that the Adventurer typically, and on an unconscious level, is competitive towards members of his own sex. The Adventurer seeks a relationship with a member of the opposite sex, regarding this as important, but at the same time, he carries an unconscious hostility towards the opposite sex as a result of the part his contra-sexual parent played in his original wounding experience. The Seductress’s tempting behaviour, for example, can prompt men to respond in a sexually ‘aggressive’ way, that can be perceived as insensitive, exploitative, or abusive. This, in turn, gives the Seductress a legitimate excuse to act on her underlying hostility. Alternatively, the Seductress can behave in a coy and dependent way, so as to attract the attention of a male ‘rescuer,’ someone to protect her and indulge her. Or she may regard herself as a sex object if that was the way her father treated her. These differing ‘roles’ may even take place within a single relationship, with the same man. 


  Close friendships with members of their own sex may be all-but non-existent. She may regard same-sex acquaintances as irrelevant and boring, inferior, or as competitors. Or he may engage in relationships involving teenage, or even childish, exploits. For the Adventurer, any relationship, whether with a man or a woman, must have some purpose. He manipulates others, tricking them or pressuring them into meeting his needs. At their best in relationships, Adventurers are light-hearted, generous, unpredictable, funny, challenging, outgoing, caring, and fun. They introduce their friends and loved ones to new activities and adventures. At their worst, they are self-centred, irresponsible, immature, opinionated, defensive, manipulative, controlling, elusive and distracted. They often try to avoid being ‘tied down’ to a relationship.


  The Adventurer has emotional baggage: he has been hurt in the past, so can put up a wall when it comes to emotional involvement and commitment. He has difficulty trusting other people, and tends to hide his true feelings and motivations behind his charming smile. Revelations about his true self are rare. He may also believe that the perfect someone is out there somewhere, if only he could find them.


  The Adventurer is likely to go too far in his attempts to demonstrate his freedom and exuberance, behaving irresponsibly. This can end up alienating others and causes conflict when others are put in the position of having to place limits on him and he refuses to be controlled. Anger on both sides eventually gives the Adventurer a legitimate excuse to indulge his rage.


  To have a successful relationship with an Adventurer, his partner needs to give him companionship, affection, and freedom. They should appreciate his grand adventures and listen to his stories. They should accept him as he is and not try and change him, or try to tell him what to do. They should be responsible for themselves, as the Adventurer hates clingy or needy people. Relationships between an Adventurer and his or her partner are often characterised by role-playing, or ‘games,’ where the Adventurer is a helpless child and the partner a rescuing parent-figure. Or vice versa. This mirrors the type of relationship the Adventurer experienced between his or her parents. Such relationships will often have an unreal, soap opera-like quality. If there was emotional or physical violence in the parental relationship, this too is likely to be repeated, with the Adventurer in the role of either abuser or victim. The Seductress loves being in control, but doesn’t try to dominate men directly – instead, she secretly dominates men with her charm. She is an expert at reading body language, always seeing the other person’s hidden desires. She tries to bring these repressed feelings to the surface.


  The Adventurer fears betrayal – he does not want to be wounded by it again. As a result, he refuses to trust anyone, and he refuses to make himself vulnerable by revealing his own true self. He may try to avoid betrayal by trying to control his relationships with others: he demands loyalty, promises of fidelity, proof of devotion, and swears the other to secrecy. But this relationship is based on an absence of trust, and there can be no love without trust. There can be no love without the revelation of the true self. Therefore, by removing the risk of betrayal, the Adventurer removes the possibility of trust and of love. Or the Adventurer may try to avoid betrayal by being the betrayer: ‘Get the bastards before they get you.’ 


  (10) The Shadow-Adventurer – The Abuser or Exploiter


  The shadow-Adventurer is an abuser or exploiter: he is charismatic and appears trustworthy, but he’s a conman. He’s a trickster or shape-shifter who wears many disguises. He doesn’t care about rules, he doesn’t care about the consequences of his actions, and he doesn’t care about other people’s feelings. He doesn’t even take care of himself, succumbing to self-destructive addictions. He runs away when the going gets tough, or expects other people to bail him out.


  The dark side of the Adventurer sees his playful and creative energy turned towards manipulative, deceitful, and self-defeating behaviours. His desires are undisciplined, and he engages in gluttony, lechery, and drunkenness. He lacks morals, hates authority figures or any attempt to ‘control’ him, and believes he is special and therefore above the law. At the same time, he is angry and frustrated and hits out at those he holds responsible for these negative feelings.


  The shadow-Adventurer believes that he must escape responsibility for his life, avoid engaging with it, in order to survive. He believes that his feelings will be too much to bear, and so he needs to deny them or numb them. He must commit to no one and to nothing because that way he can avoid being hurt: he is a cynic who is unable to trust anything, including himself. And he believes that he can never let down his guard, never take time off from protecting himself from those who would exploit him. He believes that people are either abusers or victims, and he has no intention of being the victim.


  (11) Breakdown – Descent Towards Shadow


  Where the ideal Adventurer concerns himself with the satisfaction of his genuine needs while at the same time contributing something to the world, the flawed Adventurer is more concerned with the gratification of his desires, becoming greedy, selfish, and insensitive to the needs of others. During the course of his breakdown, he will realise that his activities are bringing him pain and unhappiness, the very things they are designed to avoid.


  The breakdown of the Adventurer can be summarised in three stages, (i) the restless consumer – trying to distract himself through pleasurable activities; (ii) the selfish hedonist – trying to escape from all discomfort through excess and abuse of pleasurable activities; and (iii) panic-stricken hysteric – unable to escape unpleasant feelings and memories, and unable to deal with them, he lashes out at those around him, becoming physically abusive, or he seeks escape through the use of alcohol or narcotics to numb the pain.


  (i) Restless Consumer


  The first stage of the Adventurer’s breakdown is a turning point – it is the moment when his activities cease being creative and productive, and become solely aimed at distracting him. His appetite for sensation increases, he wants more of the things that make him happy and seeks new things to give him pleasure. Stillness and silence make him uncomfortable. The Adventurer thinks he is free to do whatever he wants, but he is imprisoned by his fears and anxieties. At this stage, the Adventurer is aware of his anxiety on an unconscious level and is afraid that his activities will not be enough to keep this anxiety in check. He moves restlessly from one experience to another, never staying still long enough to really take in the experience and think about it. If he thinks about his actions at all, he will believe that he is just trying to avoid boredom: for him, any activity that is not stimulating enough to keep his mind off his psychological wounds will be ‘boring.’


  But nothing he does seems to deliver quite the excitement he needs to put his mind at rest. His activities become unfocused, uninhibited, and he is less and less discriminating. He’ll do whatever it takes to stay in motion, and the faster the pace of his life the better. Hopping around from one thing to another means that his interest is superficial at best. He doesn’t have time to reflect deeply on anything or to give it careful consideration. He’s likely to be a trivia expert and a jack-of-all-trades. Once it gets to a point where any form of commitment is required to achieve something, he will move on. He dabbles and misses the opportunity to contribute anything meaningful. He will start many projects but is unlikely to finish any. His professional work will suffer because of his lack of concentration. 


  Even now the Adventurer is still fun to be with – he’s flamboyant, outspoken, loud, and uncensored, laughing and joking, gossiping and telling outrageous stories about his exploits. He will speak quickly, jumping from subject to subject in a stream of consciousness, going off on tangents, free-associating. He finds it difficult to focus and keep to the point. But he’s not so good at listening and takes no genuine interest in other people’s anecdotes. If the conversation becomes less than stimulating, he’s likely to start up an argument, just to raise the excitement level, playing devil’s advocate. He takes nothing seriously, which may offend some people, but that some people may find refreshing. While many professional comedians base their material on their own anxiety and insecurity, the Adventurer’s humour is an attempt to hide his, so he’s more likely to mock the anxieties of others and pretend that he has none.


  He needs people around him, an audience or an entourage, because his deeply buried anxiety is more likely to surface when he’s alone. He needs people to distract him and to reassure him that he’s having fun. Ironically, as his restlessness increases, he becomes less fun to be with. Because his experiences mean nothing to him, are not deeply felt, he appreciates them less than others who are involved. While others want to talk about what they’ve achieved and reflect on it, he wants to move on the next, bigger and better thing. His childish superficiality becomes annoying, and people don’t enjoy being with him anymore; while his trivialising of their experiences can result in conflict.


  (ii) Selfish Hedonist


  The pressure of the Adventurer’s grief and fear continue to build, threatening to erupt into consciousness. He becomes increasingly demanding and impatient, worried that he’ll never get enough pleasure to keep these feelings in check. He becomes completely self-centred and intolerant of physical or emotional discomfort, or any form of inconvenience or frustration. His treatment of others is cavalier, using them and then dropping them, and he is wasteful of resources. He denies any responsibility or guilt for his actions. In his quest for pleasure he may run up massive debts or take what he wants from others.


  He is a hedonist and a glutton, consuming more and more of everything, and pursuing pleasure to the point of excess. Because he has denied himself nothing, it takes more and greater sensations to give him any form of pleasure at all. He becomes addicted to seeking pleasure, turning to promiscuous sex, drugs, dangerous sports, or other ‘extreme’ activities. He is so consumed by his need for sensation that he is unable to connect with anything real: his real life is lost in a haze of heightened experience.


  The Adventurer may become obsessed with his looks, with staying young and thin, and so may turn to plastic surgery or other forms of make-over. He will engage in relationships simply for the thrill of the chase, and once he has someone hooked, he’ll move on to the next challenge. He has no interest in the happiness of others, except where it has a direct bearing on his own comfort or pleasure. Denying his own suffering means that he’s insensitive to the pain of others. And even if he was aware of their suffering, he’d want to avoid it because it would bring down his own mood. He feels that others must take care of themselves like he is doing. He doesn’t want to share his life with anyone – a committed relationship feels like a prison too him, a responsibility he doesn’t want. But he desperately needs people because of his fear of being alone, and he pressures them into being part of his dangerous and hedonistic lifestyle.


  At this stage, the Adventurer is not really able to take pleasure in anything anymore. Whatever he does is unsatisfying. He keeps desperately trying to convince himself and others that he’s having fun, but at best all he can achieve is a brief period of distraction. By not allowing himself to experience his unpleasant feelings, he also denies the pleasant ones, and so he becomes numb. He invests so little of himself in his experiences that he receive no satisfaction from them.


  He will gradually come to realise that rather than bringing him pleasure, his actions are making him feel hollow and joyless – they are actually causing the pain and unhappiness they were designed to avoid. This recognition – which may come at the midpoint of the story – actually offers him a solution to his dilemma: but if he fails to act on it, his descent will continue, as he becomes increasingly desperate to escape his ‘bad’ feelings, acting them out in even more irresponsible and aggressive ways. His lack of reflection means that the Adventurer cannot figure out why he is unhappy and dissatisfied. He only knows that he’s not happy, and so strikes out at whatever or whoever seems to be frustrating him and denying him what he wants. He becomes increasingly hostile and bitter.


  Like the Thinker, the Adventure is hyper-vigilant, constantly on the lookout for danger. But in his case, the danger is within – it is his own repressed memories and feelings that he is afraid of. That is why he is afraid of being alone with his thoughts, and why he is sometimes even afraid of falling asleep, because his fears may surface in his dreams. He may try to stay awake for days in order to escape from these nightmares.


  Frustration makes the Adventurer angry, and his impulsivity and lack of embarrassment means that his outbursts are uninhibited: he has tantrums like a child, saying things that are offensive or upsetting to others; behaving violently, or bursting into angry tears. Whatever he feels in a particular moment he will act out immediately: the only way he knows to deal with disturbing emotions is to expel them. His tantrums may succeed, at least in the short term, as people are shocked or embarrassed into giving him what he wants. But in the longer term, his infantile behaviour and emotional immaturity drive people away. And this only frustrates him further.


  Towards the end of this second stage, the Adventurer’s defences against his pain are beginning to break down. Grief and hurt emerge into awareness and become more difficult to suppress. Because the Adventurer avoids pain, he does not have ways of coping with it. He wants to get away from the pain and reconnect with the environment. But he may be too emotionally distraught to get back into action in a balanced way, and so instead becomes manic.


  (iii) Panic-Stricken Hysteric


  The Adventurer finally gets to a point where he has reached the limits of experience: there is nothing left for him to ‘consume.’ There is nowhere left to run. And at this point he has completely lost touch with anything solid or real: there is nothing for him to grab onto to save himself. With no choice of action, he finds himself literally paralysed with fear. He is afraid to do anything, in case it only makes things worse.


  His defences crumble and he feels the still unnamed dread break from his unconscious into his conscious mind. He feels himself being swallowed up, as the trauma, grief, guilt and pain overwhelm him. He experiences a hysterical panic, with feelings of claustrophobia, fear of destruction, and the madness of being trapped in endless torment. His life becomes a waking nightmare. But he is not able to wake up and regain contact with reality. He may find himself in a state of complete physical breakdown – perhaps as the result of an accident caused by his recklessness, or caused by alcohol or drug abuse, a sexually transmitted disease, or a breakdown resulting from not looking after his health. He is no longer able to flee by leaping into action – his last options for escape have been cut off.


  The realisation that he has ruined his own health, his life, and his capacity for enjoyment, is too much for the deeply flawed Adventurer. At this point, his terror is still unnamed – it is therefore impossible to deal with, much less resolve. He becomes so desperate to escape his pain that he will do anything to act it out rather than to feel it. His existence suddenly becomes focused on a person or thing that becomes an obsession. His Warrior-self supplies him with a rationale by which he can mercilessly root out anyone or anything that seems to have been the origin of his frustration and pain. Punitive impulses and the vilest condemnations of others are all part of the pictures. If he is frustrated, the Adventurer becomes enraged because it unconsciously raises memories of his childhood suffering. Anyone who stands in his way is likely to be overwhelmed by the Adventurer’s anger, and shocked by the depth of need that he unwittingly reveals.


  The energy formerly invested in the environment in pursuit of happiness implodes into a core of hatred, both for reality and for those who have frustrated him. At this point, he will throw all his energy into some direction or plan by which he hopes to regain a sense of control. He tries to impose order on his world through some obsessive activity, something that he believes will rescue him from disintegration – or he may come to believe that a particular person or object is causing his distress. 


  The deeply flawed Adventurer is dangerous not only because he is impulsive and violent, but because his thinking is disturbed. In a fit of hysterical passion or a moment of temporary insanity, he may kill or injure the person he has turned to for help, as they become the focus of the hatred that the Adventurer has for those who have frustrated his desires in the past. Even if he is not homicidal, the deeply flawed Adventurer may become violent and abusive to his children or spouse. 


  Impulsiveness has degenerated into mania and recklessness. The Adventurer is careening out of control and is dangerous to both himself and others. The Adventurer’s high is delusional, and makes for all kinds of grandiose plans and actions, with no consideration of the consequences. He does not realise that he has become delusional – does not realise how out of control he is. His only defence against anxiety is to act it out before his mind can register it. But other people and reality itself must necessarily frustrate him – eliminating the escape routes that he can take to escape from himself.


  (12) Character Development Arc


  Like the Crusader, the Adventurer may have a need to forgive the parent who betrayed him and perhaps seek reconciliation. But because the Adventurer has become like this bad patent, and has betrayed his own true nature, he has more of a need to overcome his own abusive or exploitative behaviour.


  The Adventurer needs to forgive himself, and accept that the abuse he suffered in the past wasn’t his fault: he was betrayed by someone who should have protected him. And he needs to reconnect with his own feelings and beliefs. He is guilty of self-betrayal: he portrays himself as a cynical thrill-seeker, without beliefs, dreams, or emotional attachments. He faces two challenges: (i) he must overcome his cynicism, and abandon the ‘immoral’ and self-destructive behaviours associated with it. And (ii), he needs to discover that his life does having meaning, and he needs to find out what his real purpose in life is: this is the only thing that will fill the void left by his wounding.


  (i) Overcoming Cynicism  


  (a) Confront Woundedness Rather than Trying to Escape. The first step for the Adventurer is to allow himself to become consciously aware and admit to himself that he is wounded. There are difficult or traumatic experiences in his past that he needs to confront before he can move on and live a happy and successful life. He needs to become aware that what he calls ‘boredom’ and tries to escape from is really a need face problems that he has been denying. His need for constant distraction is a defence against facing his real fears. He must overcome his own abusive behaviour, which may include overcoming an addiction to alcohol, drugs, sex, gambling, or whatever other activity he uses to fill the void in his life. He needs to deal with whatever exploitation or abuse he suffered as a child, to realise that this was not okay or normal, and that he did not deserve this abuse. He needs to overcome the idea that people are either exploiters or exploited; abusers or abused. His childhood was stolen from him – perhaps not deliberately – and so he never discovered his own life purpose. 


  



  (b) Explore the Thoughts and Feelings Associated with his Wounds. The Adventurer also needs to overcome the fear, anger and self-blame that result from his experience of exploitation. He also has the same need as the Warrior to overcome outbursts of anger. Part of the Adventurer’s problem is that he doesn’t connect his anxiety with the feelings he remembers from that childhood exploitation or abuse; that the feelings are a result of wounding. He just accepts them as his normal feelings about life, rather than as the result of something traumatic. He also needs to discover that his frustration and anger come from this same place. He needs to become introspective. He needs to find the right words to describe what he feels. And he needs to increase the association between thoughts, feelings, and behaviour. At the same time, he needs to learn that he can’t banish ‘bad’ feelings by trying to drown them out with superficial pleasurable experiences. He needs to be able to overcome his denial of his own sadness and suffering, and accept that painful experiences are a part of real life, and that to be human is to sometimes face difficult issues.


  



  (c) Confront the Issue of Denial of Personal Responsibility and Power. The Adventurer needs to accept that the pain he feels belongs to him and that only he has the power to take action to deal with it. He hopes that by ignoring it, it will go away, but that is not going to happen. Nor can he expect that someone else will swoop down to rescue him and make everything all right. He must accept responsibility for his own problems, rather than blaming other people, society, or fate. He also needs to take responsibility for his actions and their consequences. He cannot blame other people or past experiences. He cannot say: I am allowed to behave in this way because I am a wounded individual. He cannot go on manipulating people, using them, in order to try and meet his own needs. And he needs to understand that his emotional and physical outbursts are a form of acting out – he is responding to feelings he is trying to avoid facing.


  



  (d) Create a Balanced and Shame-Free Self-Concept. The Adventurer needs to move from his false self to his true self. The conflicting nature of his relationship with his two parents means he is trapped in the dilemma of a twin role – innocent child and evil tempter; lover and rival; victim and exploiter. By developing a more balanced self-concept, he will be better able to perceive and understand how other people are reacting to him and be better able to judge how to respond to them. 


  



  (e) Create Realistic Models of Male-Female Relationships. The Adventurer needs to learn what it is to have a genuine loving relationship with someone. He needs to set aside the corrupted model of a relationship he gained from his parents and develop a more mutually respectful model. He needs to learn that relationships are not a matter of choosing between the roles of abuser and victim. 


  



  (f) Tolerate, Explore, Express, and Contain Genuine Feelings. The Adventurer needs to accept his or her sexual, loving, and competitive feelings. And also the rage, disappointment, and self-blame that resulted from his or her exploitation. The Adventurer needs to be able to experience these feelings deeply and fully. He or she can be desensitised to the experience of real feelings by gradually experiencing more and more of them, particularly in the context of a safe ‘therapeutic’ relationship with a confidant.


  



  (g) Work Through the Feelings of Being Exploited, Corrupted, Betrayed, and Left Unprotected. Once the Adventurer is able to accept what happened to him during his childhood, he then needs to work through the feelings his exploitation or abuse caused. This is difficult because the victim feels that they are responsible for, or deserving of, what was done to them. If the Seductress had been a better child, her mother would have been more nurturing. She feels guilty for ‘competing’ with her mother for her father’s attention. She feels guilty because her own sexuality caused her father to exploit her – her sexuality corrupted both of them. She will believe that her own coquettishness, seductiveness, and childish need for attention corrupted her father. And she ‘willingly’ colluded with him in keeping their relationship secret. She was told there was nothing wrong with the incestuous relationship, but at the same time was told never to disclose the secret relationship. She was caught in a double bind. And she will feel additional guilt for any pleasure she derived from this ‘evil’ relationship. At the same time, she is angry with her mother, who was not there for her, did not protect her, and did not satisfy her father – causing him to exploit his own daughter. And she will be angry with her father for exploiting her and leaving her in a state that prevents her from enjoying a satisfying adult relationship. She may also feel guilty if she does have a successful relationship, as her parents were not able to do this. All of her life she has carried around these feelings: she is afraid of being needy, of being competitive, and of having sexual impulses. She is afraid of corrupting someone else or of being exploited, and she is afraid of being ‘found out’ and rejected. Victims of physical and sexual abuse also have to deal with the issue of not being believed. They may have tried to speak to someone about the abuse at some point in their lives and found themselves disbelieved or even punished. This further traumatises them and adds to their problems related to trust.


  



  (h) Use Assertive Behaviour Rather than Manipulative Behaviour. When the Adventurer has come to an understanding of, and an acceptance of, his own legitimate needs, he will need to learn how to use assertive behaviour to express those needs and get them met. He must learn that it is not acceptable to manipulate other people, bully them, trick them, or flirt with them to get his own way. He will need to learn how to share his enthusiasm for activities, rather than trying to impose it on others.


  



  As well as dealing with the experiences that caused the void in his life, the Adventurer has to discover how to fill that void with something meaningful, rather than trying to escape from it. He needs to discover that his life has purpose.


  (ii) Discovering Purpose


  One of the reasons that stories appeal to us is that the main character has a purpose. He wants to achieve something and he sets out to achieve it: he has a mission. And – at least for the duration of the story – that character’s life has meaning. Human beings have a universal desire to feel that their life has some meaning or purpose. While a sense of purpose is important for every main character, for all the archetypes, it is particularly relevant for the Adventurer. This is because a key part of his developmental arc is the discovery that his life does in fact have a purpose, and he must discover what that purpose is. The flawed Adventurer tends to be a cynic, someone who believes in nothing and no one but himself, someone who pursues adventure solely for the adrenaline buzz, and who refuses to commit himself to any sort of cause or belief. Rick Blaine (Humphrey Bogart) in Casablanca and Han Solo ins Star Wars are two examples. They begin their story arcs as cynical loners and grow to commit themselves to a greater cause – the defeat of an ‘evil empire’ in both cases, but a cynic can also grow to commit to a relationship, or into a role as a leader or mentor.


  What is Purpose?


  At its most basic level, purpose consists of knowing what your own gifts and abilities are, and choosing how you are going to use them to achieve something that is important to you. It is about choosing what contribution you will make to the world. Purpose doesn’t just centre on your occupation or your role in a family or group: it should include these things, but should be much wider than your responsibilities or obligations – the things that you ‘must’ do, though again you will be a happier person if you can bring passion and enjoyment to these activities as well. 


  Another myth about purpose is that it should require some sort of self-sacrifice: it should involve doing something that you do not enjoy or that involves hardship and suffering. This view seems to reflect a puritanical belief that enjoyment equals sin and suffering equals virtue. A person’s purpose is not some sort of penance or punishment or ordeal, it requires making the most of who you are, which means doing what you are good at and what you enjoy. Many people have difficulty grasping this because a lack of self-esteem means that they devalue anything that comes easily to them. Part of the Adventurer’s journey is to learn the value of his skills and abilities. And while purpose does imply that you contribute to the world for the good of everyone, it does not require that you sacrifice your own needs on behalf of another person. Sacrificing yourself for another person is a noble act, if undertaken willingly, but belongs to a specific circumstance and not to an overall life purpose.


  Purpose is not something that can be assigned to you or put on like a cloak when you join a particular group. Purpose has to be chosen and is individual and unique. In choosing a purpose, you have to be careful to avoid the influence of those around you: purpose requires that you take responsibility for your own life, rather than following someone else. You might associate with people who hold similar values or who are involved in similar activities, and you might share a ‘common purpose,’ but your true purpose is defined by who you are as an individual, so can never be exactly like anyone else’s.


  Some people may believe that they are not significant enough to have a purpose in life. Again, this stems from a lack of self-esteem. Purpose is a small, personal thing, not a grand world-altering revolution. Laurie Beth Jones, in The Path: Creating Your Mission Statement for Work and Life, writes that everything we say or do has an effect on the whole of humanity and that no one can escape this responsibility. She also says that no one purpose has any more, or less, value than another: parenting, teaching, or healing just one individual should be considered a success. 


  One final misconception about purpose is: ‘It’s not realistic for me to live my purpose given my current circumstances.’ The technical term for this is making excuses. Wherever you are, whatever is happing to you, whatever your current state of health, however little resources are available to you, you need to discover what you are good at and then contribute that to the world around you. This can require a great deal of lateral thinking to redefine the how, but the what is a given. 


  Viktor E. Frankl, in Man’s Search for Meaning, admits that in searching for our purpose we are likely to arouse an inner tension, but he argues that this is a prerequisite for mental health and that knowing our life has meaning can help us to survive the worst situations in life. Richard J. Leider, in The Power of Purpose, says much the same thing, arguing that we need a certain amount of the right kind of stress. Too much stress can be harmful to health, but the opposite – the lack of challenges – may also harm us. Feelings of futility and emptiness, he says, are caused by lack of purpose. 


  Personal Crises


  While a sense of purpose, of meaning, is important to all of us, we rarely give it a great deal of thought. We’re happy to muddle along with a vague feeling of there being ‘something missing,’ or of something being ‘slightly off,’ in our lives. Until we are faced with a crisis. A death, a serious illness, an accident, the loss of a job, the ending of a marriage or relationship, a significant birthday, or even a happy event such as the birth of a child can cause us to stop and ask ourselves why we are here. What is the point of my life?


  Leider says that a crisis makes us let go of petty concerns and conflicts, and of the desire to try and control our lives; it makes us realise that life is short and that we should make the most of it. In real life, there is much to be said for discovering our purpose, rather than waiting for a crisis to make us ask the important questions. Of course, the opposite is true in a story! We want to make our hero face a crisis so that he is forced to question himself. 


  Frankl writes that our main concern is not to seek pleasure and avoid pain, but rather to seek meaning. We are prepared to suffer, as long as the suffering has meaning. The suffering must be absolutely necessary – if the pain can be overcome or cured, then that is the correct path; but where there is no escape, then the sufferer needs to find meaning in the suffering.


  The Meaning of Life – Discovering Purpose 


  What is the point of my life? Why am I here? We tend to see finding meaning as a reward or as the unravelling of a mystery, as if to say that at the end of it all we will finally discover what our suffering was for. Frankl believes that instead of questioning life, we should turn the question around and let life question us. Instead of asking what meaning we can gain from life, we should ask what meaning we can give to our lives. We should take responsibility for giving our own lives meaning. 


  We can discover our purpose by discovering what it is that we have to give, and by using our gifts and abilities to achieve something that is meaningful to us. Our responsibility is to be and do the best that we are able. And this is something that we have to discover for ourselves and choose to do. We have to find the thing that makes us want to get up in a morning.


  Frankl argues that the meaning of life cannot be found in self-actualisation: it is not simply a matter of discovering our talents and using them for their own sake. Meaning is found, he says, in self-transcendence. That is, by using our talents to achieve something that contributes to the world outside ourselves. Laurie Beth Jones also says that we have a responsibility to use the gifts we have been given. In her book, Jones provides a step by step guide to discovering your life’s mission from a Christian perspective, but her method can also be adapted to our fictional Adventurer’s purpose.


  



  Step 1 – Discovery of Skills and Abilities. As with all of the archetypes, part of the Adventurer’s arc will be to discover and value his true self. He needs to know his unique combination of skills and abilities. That is, he must understand the source of his own ‘power.’ Jones writes that one reason we have difficulty recognising our gifts as gifts, is that they seem so natural to us. Our ‘work ethic’ tells us that work should be difficult and require struggle, therefore anything that comes relatively easily cannot be work. 


  



  Step 2 – Values and Beliefs. Having discovered his gifts, the next step for the Adventurer is to discover what his values and beliefs are, where his passions lie and what moves him. That is, he must know how and where to direct the ‘power’ of his skills and abilities. As part of his dramatic arc, the Adventurer will need to answer similar questions to those in Exercise 1 at the beginning of the book. What does he live for? What would he be prepared to die for? This could be one of the universal human values we mentioned earlier, or it could be a specific cause that will represent one of those values.


   


  Step 3 – Who? Jones says that every mission is related to helping an individual or a group. She also refers to this as the group that most moves or excites you. Charles Handy, in The Age of Paradox, wrote that true satisfaction in life comes from helping others achieve their potential and happiness. “Parents know it well,” he says, “as do teachers, great managers, and all who care for the downtrodden and unfortunate.”


  



  Step 4 – Mission Statement. Combine the answers from the first three steps, and you can create the Adventurer’s ‘mission statement’ or purpose:


  



  (Talents and Abilities) + (Core Values) + (Who?) = Mission Statement


  



  - I will use my skills as an investigator to bring justice to the streets of downtown Los Angeles.


  - I will use music and dance to bring joy to the people of New York.


  - I will win this race / fight this battle / conquer this mountain for the pride of my people and my country.


  - I will use my skills as a teacher to enable my students to achieve their full potential as individuals.


  



  Step 5 – A Vision Statement. A purpose or mission statement says what you will do, but it is also important to know what success, the result of your actions, will look like, and to be able to communicate that vision. Visualisation is an important technique, used by athletes, sportsmen, architects, film directors and achievers in many other fields. Although we refer to a mental image, something we see in our mind’s eye, a vision can extend to include what success will sound like, smell like, taste like, or feel like – either physically or emotionally. 


  A vision of what could be needs to be kept clearly in view and revisited often, otherwise it is likely to be replaced or overwhelmed by an image of what is. Dreams are often given up as being ‘unrealistic’ because the vision wasn’t strong enough to sustain someone through all the work that needed to be done to make the dream a new reality. To succeed you have to be able to imagine success.


  



  Step 6 – Plan. We have already looked at the steps necessary for planning ‘success in life’ – see Chapter Six.


  



  Step 7 – Overcome Obstacles. All of the archetypes have to overcome obstacles during their journey. Laurie Beth Jones calls them ‘pitfalls and potholes,’ and I think it is worth listing some of the ones that might impact on the Adventurer’s journey – as these will be things you will definitely want to hurl at him when you’re plotting your story!


  



  1. Feelings of inadequacy


  2. Criticism from others


  3. Small-mindedness of others


  4. Distraction


  5. Fear


  6. Impatience


  7. Compromise


  8. Apathy


  



  Step 8 – Celebrate Success. Success should always be celebrated, even if the achievement doesn’t look quite how you envisioned it would. Bear in mind what we said earlier about endings: they don’t need to be happy, as such, but they do need to be satisfying to the reader.


  13 | The Artist


  The Artist combines elements of the Thinker and the Carer, and so potentially inherits the best and worst of these two archetypes. From the Thinker, he gains an appreciation of reality and truth, plus imagination and an ability to create an inner world. He also inherits fear of ‘insanity.’ From the Carer he gains a responsibility for ‘creating’ the external world, and an appreciation of the importance of love and emotions. He also inherits a fear of rejection and abandonment. From the Carer he inherits a need to assert himself, and from the Thinker, he inherits a need to silence his inner critic, that tends to stifle his creativity. With the Warrior being almost entirely absent, the Artist tends to lack a sense of pride and personal power. This means the Artist does not always have the courage to act in accordance with his true feelings.


  The Artist is an enigmatic and contradictory character – he can be upbeat, ambitious, flamboyant and have a strong sense of individuality; or reserved, self-absorbed, and depressed. He is a free-thinker and a rebel, but at the same time has a paralysing fear of being rejected. The Artist is a rebel in the sense of a Bohemian or a ‘Byronic’ or Romantic (as in Eighteenth-century Romanticism) hero, contrasting with the type of rebel we find in the Adventurer.


  Examples of the Artist include Jack McFarland in Will & Grace; Chris Stevens in Northern Exposure; Charles Strickland in Somerset Maugham’s The Moon and Sixpence.


  The truth is important to the Thinker, while emotions are vital to the Carer: the combination of these two means that ‘emotional truth’ becomes a key element in the creative work of the Artist. The Artist incorporates his own emotions into his art, in the hope of evoking a similar emotional response in those who view his work.


  The Artist is passionate and intense, but does not express his emotions directly: instead, he channels them into creative works. If he does not create, his emotions are not expressed and simmer away until they explode in an expression of frustration and anger. Being aware of his emotions and wanting to express them can be difficult for the Artist, particularly in a culture where expression of emotion is not encouraged. Because the Artist puts so much of himself into his work, he feels vulnerable and is extremely sensitive to critical remarks, regarding them as a criticism of his self, rather than just a comment on his work. The Artist broods over negative feelings, withdrawing if he is criticised or misunderstood. He often feels that no one really understands him, and so can feel lonely and alienated, even when he is with people who care about him. To compensate for these periods of self-absorption, the Artist will sometimes make dramatic gestures. This contributes to his reputation for being temperamental and ‘difficult.’


  The Artist’s empathy (from the Carer) means that he is insightful, and aware of the unexpressed feelings of others, and can respond to them. He tries to be supportive, especially when someone is in a crisis. He is also good at helping others get in touch with their feelings, and at helping them discover and express who they really are.


  What is art? Creativity? It involves remaking some aspect of the world in order to better understand it. It is a snapshot, a simplification, an abstract, or a symbol, frozen in time, allowing us to examine this aspect of reality, and to explore our feelings towards it. Art isn’t just about making something beautiful or entertaining, people should have an emotional reaction to the work. They should be upset or disturbed or in some other way moved by the work. The difference between an illustration and a ‘work of art’ is that the latter creates some kind of tension, a conflict of emotions, in the person who beholds it. That tension originates within the artist and is communicated through the work to the audience. This is true of all genuine forms of art – music, dance, theatre, sculpture, painting, poetry, fashion, fiction, film and television, cookery and cocktails.


  It is imagination that helps the Artist to find beauty in life, allowing him to interpret the world around him and recreate it in a way that helps make sense of it. Creative works can convert pain and suffering into beauty, making it possible to look at even the most horrific aspects of human existence and discover their beauty and significance. The Artist is able to see the underlying emotional truth.


  The other thing to bear in mind about creativity is that it is a form of learning through play. It’s what we did as children. It is becoming so engrossed in something that we become lost in the ‘flow’ and lose all sense of the passage of time. A child at play, an artist lost in the flow, and any person in that place between being awake and asleep, all experience similar brain activity. It’s the place where the conscious and subconscious minds are best able to communicate with one another. And it is a place that an Artist is unlikely to reach if he is afraid of his subconscious, of his true self. Many people claim that they are ‘not artistic,’ but the Artist is present in all of us: we all dream, fantasise, and imagine things.


  The Artist is not the only creative archetype: the Adventurer also creates, in a much more spontaneous and physical way, and without the struggle that the Artist suffers – which can make the Artist very envious.


  



  Alternate labels for the Artist include Aesthete, Creator, Individualist, Melancholic, Romantic, Special One.


  



  Occupations. The Artist can inspire, influence, and persuade through the arts – music, painting, dancing – and the written and spoken word – poetry, novels, journalism, teaching. Artists like to bring out the best in people, so also take roles as teachers, psychologists or counsellors. Some run their own small businesses. The Artist may take on mundane jobs in order to support his creative pursuits. Other occupations that attract Artists are advertising, art and design, architecture, dance and choreography, media, music, theatre, writing.


  The Artist tends not to be so good with the business side of things and may be dependent on an agent or manager to help his career along.


  (1) Denied Self 


  The Artist wants to believe that he is special, one of a kind, and so denies that he has anything in common with other people. He strenuously defends his right to individuality, without admitting to himself that he hasn’t yet discovered exactly who he is. 


  Like the Thinker he denies his physical feelings and his anger – his Warrior self – and he denies those emotions that do not conform to his false image. He concentrates on those emotional responses that support his false image of himself, using his imagination to reinforce or even manufacture these feelings, and so loses touch with his external life and with the world.


  (2) Defensive Behaviour and False Self


  The Artist’s vice or sin is envy: he compares himself with others and longs for what they have that he believes he is missing. The Artist believes that everyone else is more stable and whole, while he is flawed or incomplete. He broods on his suffering while wishing for the ‘easy life’ that others seem to have, and resenting their apparent ‘freedom.’ 


  Envy is not the same thing as jealousy. Jealousy is the fear of losing something that you already have to a rival: it relates to the loss of a lover to a rival, but has been extended to anything we have that we ‘jealously guard.’ Jealousy includes an aspect of ownership or power, so is more likely to be associated with the Warrior. Envy is the longing for something that others have, and can exist in two forms: ‘benign’ envy, which is wanting to have the same as the other person has, as well as them having it; the other is ‘invidious’ envy, which is the desire to have what the other person has instead of them having it. The opposite of envy is contentment.


  The Artist is ashamed of this envy and tries to hide it. 


  The Artist’s false self is the ‘tortured artistic genius,’ a ‘starving in a garret, suffering for his art, non-materialistic’ artist. This fake self can degenerate into self-indulgence, and attempts to be different and unique for the sake of it. The Artist believes that he is different from everyone else and, as a result, feels that no one can understand him or love him adequately. He focuses on how he is unlike others and bases his self-image on these differences. He regards himself as being special, with unique talents or gifts. 


  Ironically, by insisting that he is different, the Artist deprives himself of potential sources of discovery and satisfaction. He may reject some of his own positive qualities simply because they resemble qualities in other people. And he may insist on having feelings that contrast with those of people around them, feeling sad when others are happy; or wanting to laugh when others are feeling sad. Instead of creating a self based on how he is similar to others, he spends time and energy on being ‘not like’ them. He would be much better off relaxing and allowing himself to be himself.


  The flawed Artist wallows in self-pity, sulking, moodiness, and continually dwells on negative emotions. He feels that life has treated him unfairly and that no one understands his sensitivity or the depth of his suffering. He is reluctant to let go of his dark moods. And by focusing on past disappointments, and longings for the future, he is unable to recognise positive things happening in his life in the present moment.


  By defining himself in terms of his difference from others and his suffering, the Artist begins to separate his emotions, accepting some as being part of his identity, and rejecting others as not part of himself. He begins to manipulate his own emotional responses so that he experiences only the acceptable ones. To do this he turns away from external experiences, which might evoke unacceptable emotions, and retreats into his own imagination. He begins to live in his fantasies, rather than in the real world. By denying real emotions, and by ‘faking’ others, the Artist ends up moving away from the thing he values: emotional truth. The Artist is concerned with self-expression through creativity, but only when the artwork is created from his true self, will it contain ‘emotional truth.’


  Freedom of Expression


  The Artist has a rebellious, anti-authoritarian streak, and is very sensitive to any form of coercion or perceived lack of freedom. He can be stubborn, sarcastic and offensive in his opposition to authority, particularly if he feels he is being criticised or not understood. This tendency is also manifested in a fear of commitment, whether to a relationship or a long-term project. He feels uncomfortable whenever he feels that something is expected of him. He rebels against regulations, conventions, and institutions not by direct opposition, but in passive ways such as failure to respond or by ‘forgetting.’


  The irony in the Artist’s fight for the freedom to be himself is that he doesn’t yet know who his self is. He fears, on a subconscious level, that because he has not yet discovered his ‘true self,’ there is a risk of someone else’s identity filling the vacuum and overwhelming him. This relates back to his own desire for individuality being squashed by his parents’ desire for him to be what they needed him to be. His fear of anyone whose will is stronger than his own can cause him to seek to undermine the authority of anyone he sees as a threat.


  The Artist’s fear of ‘control’ causes problems for anyone who tries to help him, as any attempt to steer him in the right direction is likely to be regarded as an attempt to force him to be something he is not – to be regarded as coercion – and opposed.


  A Victim in Need of Rescue


  The Artist wants someone to ‘rescue’ him, to take responsibility for his day-to-day life, leaving him the time and space for his creativity and his ‘journey of self-discovery.’ The Artist uses his fragility and hypersensitivity to manipulate others into doing things for him so that he won’t have to take responsibility himself. He feels justified in demanding that others meet his emotional needs. And he feels that his own suffering is all he can bear, so he doesn’t have any responsibility to take an interest in the feelings of others. 


  The Artist’s belief that he is different and special can lead him to believe that the rules and obligations of ordinary life do not apply to him. He regards himself as deserving special treatment so that he can be free to exercise his creativity. He feels he should be exempt from constraint, particularly in regard to the expression of his emotions, and as a result, he may express himself without regard for the feelings of others. His refusal of responsibility can even extend to his feeling that he should not have to be bothered with earning a living. But by giving up on the realities of external life, he deprives himself of experiences that would allow him to gain a real sense of his own abilities and their value.


  In seeking a ‘rescuer,’ someone to provide him with attention and support, the Artist puts specific limits on what this help should look like, to the extent of being unable to recognise or accept any genuine support that is available to him. If the ‘wrong’ sort of help is presented, he may even reject it as an insult or criticism. This is related to the expectations he formed based on his childhood experience – he doesn’t expect his needs to be met, and he doesn’t expect people to care enough to help him. 


  By regarding himself as a victim, the Artist suffers from a form of learned helplessness. This has led him to believe that any action taken on his own behalf is futile. He tends to believe that success is not determined by skills, actions, behaviour, effort, or performance, but rather by luck, that others have and he does not. He sees life as unfairly favouring others. This ‘magical thinking’ makes him believe that the success of others comes at his expense. Because he thinks rewards are given randomly without relation to effort, the Artist’s motivation is impaired. As a result, he can become a victim of sloth, as he sits around waiting for his muse or for inspiration to strike; or he may not start work because he feels he hasn’t got the right materials.


  (3) Want versus Need 


  The Artist wants to express his identity, his ‘emotional truth’ and his inner life, in creative works. He wants to create something meaningful and unique in order to prove that he himself has significance. He wants to be seen as extraordinary and different from everyone else.


  The Artist needs to become more self-aware and more self-accepting by focusing outwards, and by discovering what he has in common with other people. Only by understanding others can he escape from his feeling of alienation and feel that others finally understand him. He needs to become more self-disciplined and to commit to external action, becoming more involved in the world. He needs to become responsible, rather than self-indulgent. And he needs to balance the virtues of the two sides of his archetype, the creator and the destroyer.


  (4) Life Story and Wounding


  The Artist feels that he is an outsider who doesn’t fit in, and he feels that there is something missing from his life that other people seem to have. These feelings first became fixed during his childhood, as a result of his relationships with his parents.


  While he wasn’t prevented from becoming an individual being, the Artist probably didn’t receive the support he needed, especially in the form of mirroring, to establish a strong sense of his own identity. His parents did not support and reinforce the qualities and talents that he showed as part of his developing identity, and so he did not confidently accept these as part of who he was. 


  Instead of gaining confidence by having people mirror his actions, he found security and acceptance only when he mirrored behaviour his parents approved of. Any attempt at individuality, particularly opposition, came to be seen as dangerous, as was any attempt to express anger or frustration. Similarly, if a parent does everything for the child, they prevent him from having to deal with frustration, and so he does not develop the initiative needed to tackle problems later in life. If ideas, talents, desires and behaviours that would allow the child to be different from the parent are not reinforced or are actively prevented or punished, the child will be forced to create an identity based on what his parents wanted him to be.


  Mirroring – copying the behaviour of another person – takes place in social interactions throughout life: it may include gestures, body language, expression, tone of voice, breathing, accent, and choice of metaphors. It is particularly noticeable in couples and among close friends. In terms of the psychology of the self, from the work of Heinz Kohut, mirroring is typically referred to in terms of the mother reflecting the behaviour of her child: if the mother copies the child’s behaviour, particularly when the child is being adventurous or ‘grandiose,’ then the child is more likely to develop positive self-esteem and assertiveness. 


  Creating the individual self involves taking in – internalising – things from outside the self. In ideal circumstances, a child may copy some aspect of another person’s identity, but adapt it and fit it into the self he is building, making it his own. Occasionally some external influence may require the child to make changes to the existing ‘structure’ of the self, undergoing a transformation in order to accommodate the new aspect. The Artist is not able to assimilate things in such an adaptive way, because he does not have a strong sense of self to add to or to adapt. Instead, his identity is based on what his parents have given him, things which he takes in whole, rather than adapting them to his needs. With no sense of his own identity, he has problems with the boundaries between himself and his parents. 


  The Artist, as a child, received the message that he could have his needs met by his parent(s), but only if he was prepared to deny the development of his own individual self. You can have me or you, but not both. Autonomy became something to fear, and so the natural aggression necessary for separation from the parent was repressed. The Artist has a desire for autonomy, but at the same time fears having it. This is the dilemma he faces throughout his life until the issue is resolved.


  Because there was insufficient connection between the Artist and his parents, that is, because he did not see himself reflected in either parent, he did not feel that he is like either of them. He felt that his parents did not see him as he really was, or that they in some way conveyed that who he was wasn’t important. He felt that is parents showed little interest in him or even rejected him. The Artist may have had an unhappy and solitary childhood as a result of his parents’ marital problems, divorce, illness, or simply because of personality conflicts within the family. The result was that the Artist came to feel that there was something profoundly wrong with him, he was missing something that other people had, or he was defective, and this launched him on a lifelong search for himself.


  This feeling of being abandoned and misunderstood stayed with him in his later relationships with other significant people. Lacking definitive role models as a child, the Artist turned inward to his own feelings and imagination as the primary sources of information about himself and from which he could construct his identity. His lack of attachment to his parents also meant that he tended to attach himself to, and to idealise, teachers, artists, musicians, actors, or other heroes, as he sought the missing ‘good parent’ – a person who would see him as he truly was and validate the self he was trying to construct. A consequence of this is that the Artist will usually experience a longing for an ideal mate or partner. He will often project the role of ‘ideal parent’ onto new acquaintances, idealising them and fantasising about them, seeing them as his rescuer. He regards this person as a source of love, goodness and beauty – qualities that he believes he lacks. The Artist expects to feel ‘completed’ by this other person, and as a result, fears being abandoned by them. But this person cannot live up to his expectations, and so he may become disappointed and angry at them for ‘letting him down’ and not adequately appreciating his struggle and suffering. 


  As a result of his disconnection from his parents, the Artist develops a sense of identity based on his difference from others. Eventually, this difference becomes a strongly developed and defended part of his self-image, and he has difficulty in seeing how he is like other people. To be ‘ordinary’ becomes a frightening prospect since a sense of being ‘unique’ is one of the few stable building blocks of his identity. Ironically, though the Artist clings to his uniqueness, he also envies and resents those that have a comfortable ‘normal’ existence.


  (5) Dominant Attitude and Motivation


  The Artist believes that he is different from everyone else, and is motivated by a desire to prove that he is someone whose life has unique significance. In order to ‘prove’ and defend his uniqueness, the Artist has a rebellious, anti-authoritarian streak. At the same time, he resents those whose who ‘fit in’ and do not suffer the loneliness he feels. He longs for the appearance of the love of his life – someone who will ‘rescue’ him, and make him feel whole.


  (6) Greatest Fear and Crisis Potential


  The Artist fears having no identity and no personal significance. He fears not being accepted – or being abandoned – for being his ‘true self.’ He inherits this fear of rejection from the Carer. He fears inauthenticity and conformity or being forced to be what he is not. He also fears that his ‘muse’ will abandon him and that he will become creatively blocked.


  The Artist may also fear his own anger, being afraid that it may destroy him or someone close to him. This anger may be directed outwards, at the person he regards as his inspiration or muse, especially if he comes to blame them for his artistic block. More often, he directs his anger at himself for not being able to live up to his idealised self-image. He may fall into despair, withdrawing, and becoming self-destructive.


  (7) Contradictions


  The Artist wants to discover and express his true self and does so by focusing inward. But by doing this he becomes trapped in a false image of himself created in his imagination. To truly find himself, he needs to focus outwards, interacting positively with others, because only by becoming more objective can he find out who he really is, as opposed to who he thinks he should be. He searches for himself by turning inwards, withdrawing from life, which is the wrong direction.


  The Artist needs to communicate, to express himself creatively, and to be accepted and recognised for who he is; but he withdraws or hides to protect his feelings. He needs to feel connected with others, to be accepted, but at the same time needs to feel unique.


  (8) Story Values and Virtue versus Vice


  The Artist’s vice (or ‘sin’) is envy: he covets the good fortune that others seem to enjoy. Rather than comparing himself to others, he needs to take pride in his own abilities and accomplishments and achieve a level of contentment. And rather than bemoaning his lack of good fortune, he needs to become motivated to make his own success. He has a desire to be and to express himself, but this can degenerate into self-indulgence, so he needs to make sure he looks outwards as well as inwards for inspiration. 


  Possible story values that can be explored using the Artist archetype are envy, identity and personal significance; creation and destruction; despair versus self-motivation. 


  (9) Relationships


  The Artist learned as a child that he could not gain his parent’s attention by throwing a tantrum and demanding that his needs be met. Instead, he had to use more dramatic means, refusing to speak, sulking, behaving – and later, dressing – in a way that would make it clear that something was wrong. He used withdrawal as a way to manipulate others into doing what he wanted, forcing people to tiptoe around him because he was a temperamental and sensitive individual. Unlike the Thinker, who withdraws in order to escape, the Artist withdraws because he wants people to notice his absence: he hopes that someone will come and look for him and ‘rescue’ him from his dark mood. 


  The Artist can sometimes also ‘test’ people close to him, behaving temperamentally to see if they will make the effort to respond to him. And if someone can’t, or won’t, meet his needs, then that person is likely to be cast aside.


  He tries to be enigmatic and interesting enough to attract someone who will rescue him with their love, and his emotional intensity can be attractive. To compensate for his periodic withdrawal and self-absorption, the Artist tends to make dramatic gestures to gain, or regain, attention: making up after a fight can involve grand gestures and intense passions. But his one-sided games of hide ‘n’ seek, and overly dramatic reappearances can drive away his longed-for rescuer, who is alienated by his unrealistic expectations and emotional demands.


  At his best in a relationship, the Artist is empathic, supportive, playful, passionate and witty. With people he trusts he can be very self-revealing. At his worst, he is self-absorbed, jealous, needy, moody, critical and self-righteous. He can be controlling, and feels hurt and rejected easily, and is not quick to forgive.


  People may regard the Artist as being eccentric, immoral, self-absorbed and untrustworthy. Or they may see him as passionate, unpredictable, and fun to be around.


  The Artist needs a supportive ally or partner who can help him to learn to love and value himself. He doesn’t want to be told that he is too sensitive or that he is overreacting. He needs compliments and to be reassured that he is ‘okay.’ He needs someone who will appreciate his creations. And he doesn’t always want to be cheered up when he is feeling melancholy, though sometimes he does need to lighten up a little. 


  (10) Shadow Self


  The Artist’s shadow self is the Destroyer, the opposite of the creator. Why do some artists end up as destroyers, directing their anger outwards? Some, like Salieri in Amadeus, destroy the thing that they are most envious of, in his case Mozart’s talent. Others destroy their own work, perhaps because people fail to recognise its emotional truth. Or because it was created by the Artist’s false self, the self-proclaimed ‘artistic genius,’ and so does not contain emotional truth. This can be a particular issue for the Artist if the ‘fake’ work is widely acclaimed: he knows it is untrue and is angry because it is not his true self that is being celebrated. This only inflames his feelings of shame and self-hate. The Destroyer can also be responsible of crimes of passion, that is, where the shadow-Artist is attacking the person he blames for his frustration, an unrequited love or someone who has abandoned or spurned him, for example, or a ‘muse’ he feels has deserted him. Or someone who in some other way reminds him of his ‘bad’ or rejecting parent. But also at risk is the Artist himself, because the Destroyer is also responsible for self-harm and self-destruction.


  The shadow-Artist creates without any sense of responsibility for what he is creating. This lack of responsibility arises from feelings of powerlessness and futility: life is predestined and therefore it is not necessary to accept responsibility for what you bring into the world. He represents obsessive creation and workaholism – creation without awareness of the consequences on the body.


  The Destroyer takes qualities of the Artist’s false self to a negative extreme. He believes that he is special (as a result of his suffering) and therefore exempt from the rules and obligations of society. He is envious. He suffers from a feeling that he has been short-changed by life, that he is owed as a result of this, and he doesn’t worry about who it is that is paying. He is vindictive, and won’t give up until he has his revenge. He can hold a grudge for years. He is emotionally volatile, lashing out in anger, but then making up with flowers. He’s very good at making up and promising never to do it again. Spousal abuse can happen at the hands of the shadow-Artist. He is irresponsible and refuses to conform to social norms. He does not always think about the consequences of his actions. He is physically aggressive, unpredictable and irritable, and he disregards the safety of himself and of others. He feels justified in his actions because he feels his own basic rights have been violated. He doesn’t care what anyone else thinks, and he’ll destroy himself before he lets anyone else do it. He has problems with boundaries and often hurts those he cares for. If his sexual urge is strong, he may rape someone, not understanding the word ‘no,’ because he always gets his way. He was not out to hurt the person from the start, but got caught up in his own emotions; he doesn’t understand how the victim feels.


  Self-Destruction and Self-Harm


  Suicide is the ultimate form of self-harm, but the Artist can be self-destructive in a number of other ways short of death. Smoking, drug abuse, and over-eating are all forms of self-harm. More obvious forms of physical self-harm include cutting or piercing the skin, burning, pulling out hair, banging or hitting parts of the body, and swallowing toxic substances. People who self-harm often feel guilty about the injuries they cause to themselves and seek to hide them. 


  Three motivations have been suggested for physical self-harm. First, that it is a form of attention-seeking behaviour designed to communicate an individual’s distress, like the Artist’s withdrawal while secretly wanting to be found. Second, it can be the result of emotional numbness and a need to feel something, anything. And finally, it could be that the self-harm is being used to block out other traumatic suffering – either remembered or ongoing, such as emotional or sexual abuse. It is possible that self-harm is a way for the individual to regain control and autonomy over their lives and their bodies, especially where they have experienced powerless in this regard in the past.


  Positive Aspects of the Destroyer


  Destruction tends to be seen as a negative, even an ‘evil’ thing that must be defeated or conquered, but there is such a thing as positive destruction, and even of a positive death.


  People have a fear of death, even denying it, and yet we also have a fascination with it, to the extent of apparently possessing a ‘death wish’ or desire for self-destruction, that makes us engage in life-threatening activities. Perhaps this paradoxical relationship with death stems from the fact that we know, at least subconsciously, that death is required for rebirth, that we must sacrifice the old in order to be transformed into something new. The symbolic death and rebirth is important in psychology and in fiction. And the transience of life also makes us realise how precious it is.


  It often takes a ‘near death’ experience, some kind of trauma or upheaval in our lives, to reassess our lives. It could be the death of a loved one; an accident or disease that threatens death, or it could be another form of ‘ending,’ such as a divorce or being fired from a job. We are pulled from our warm, safe world and forced to confront pain and fear. This is a shock that reminds us of our mortality, and of the fact that we are sometimes powerless in our own lives. We are forced to face the fact that not only can life end but also that what we thought was meaningful and important might – ultimately – have no intrinsic value. It makes us reassess ourselves and our priorities. People react to the upheaval, the loss of power, in different ways – some see the opportunity for rebirth and seize it, others miss the opportunity and sink into bitterness.


  Death and rebirth is a part of the arcs of all six character archetypes, but the process is especially clear in the arc of the Artist, who symbolises the creator and destroyer in all of us. His story concerns the overcoming of complacency and grandiosity, of accepting that we are not the all-powerful and invulnerable beings of our imagination, and of the belief that someone else will come along and take care of everything for us. His is the story of accepting the need for transformation, for understanding that meaning in life comes not from denying death and destruction, but from accepting it as part of the rhythm of life.


  To be able to transform requires an encounter with fear and a recognition that reality is not pretty and neat and within human control. To open up to learning something new, we have to let go of something old. We may do this willingly, reluctantly, or against our will, but the result is the same. It is important to feel the grief and anger that accompanies suffering and loss, but we must then let it go – or at least set it aside – so as to be able to see the new reality that it offers.


  The Artist cannot deny that the Destroyer is a part of him. And the influence of the Destroyer is only ‘evil’ when the Artist refuses to acknowledge and take responsibility for the destruction he causes. In order to create something new, it is often necessary to destroy something old. Many Artists avoid claiming their creative power because they are afraid of the responsibility it brings: the Artist has to take responsibility for the people he might harm, for the damage he might do to his environment, or to the equilibrium of his world. If he doesn’t, he risks being trapped in a world – and a life – that he did not create.


  (11) Breakdown – Descent Towards Shadow


  The Artist’s breakdown is from a flawed individual who self-indulgently expresses his identity in a fantasy of being different; to someone who is depressed and ashamed of his self, defining his identity in ‘suffering for his art,’ to finally coming to hate himself and trying to destroy the identity he now recognises as false.


  (i) Self-Absorbed and Temperamental


  The ideal Artist explores his feelings and finds ways of sharing them with others, expressing his individuality through creative action. His creativity is deeply personal, but at the same time, its truth means that it has a universal appeal. But a flawed Artist does not create with the same kind of self-confidence.


  The flawed Artist has a fear that his flow of impressions, emotion, and inspiration will not be able to sustain the creativity that his sense of self depends upon. He begins to use his imagination to try and prolong and intensify his moods, using fantasy to bolster his individuality. At this stage, artistic creations become more self-conscious, less spontaneous, and less universal in appeal. And the shift from reality to imagination marks a move from action to fantasy.


  The flawed Artist dreams of someone who will rescue him, longing for a relationship with someone who will ‘recognise’ him for who he is, and validate his identity in a way that his parents did not. He believes that his melancholy fragility will attract a rescuer. He may idealise a potential rescuer, but it is likely that any relationship he believes exists is taking place in his own imagination: the experience is heightened in his fantasy, and at the same time his romantic fantasies spare him the risk of rejection.


  The flawed Artist worries that other people do not recognise or appreciate his uniqueness, and so he begins to test them to see if they are really interested in him. He withdraws, becoming aloof – playing ‘hard to get’ – but secretly wanting people to notice that he is gone, and wanting them to seek him out. For him, withdrawal is a manipulative, even aggressive, act. He wants to see if people care about him enough to tolerate his emotional ups and downs.


  The flawed Artist is hypersensitive to criticism and to – real or imagined – social slights. He takes everything personally, internalising it.


  He seeks ‘kindred spirits’ – people who will support his false self-image. He pours his heart out to these people, entering into co-dependent relationships with them. And he rejects or ignores anyone who cannot meet his need for support, rejecting even positive influences that might help him.


  By this time, he has begun to reject himself, and is trying to impress others with an idealised self-image, because he fears being humiliated or laughed at for being his ‘true self.’ He is painfully self-conscious, adopting affectations. And he begins to lose touch with his own emotions, relating more to the fantasy world in his head than with reality.


  (ii) Self-Indulgent, Hateful, Alienated & Depressed


  Regarding himself as special or wounded as a result of his emotional needs, the flawed Artist begins to exempt himself from the rules. He fears that the demands of life will force him to give up on his dreams, and he argues that his need to ‘be himself’ is more important than social responsibility. He becomes a prima donna. He believes that he does not need to co-operate with others. He ignores his duties and obligations and sulks if reminded of them. Others see him as undisciplined, pretentious, self-indulgent, impractical and unproductive, and as a result are antagonised.


  The flawed Artist has abandoned the search for self and instead seeks self-gratification. He engages in sensual experiences, food, sex, alcohol or drugs, to the point of decadence. But self-indulgence satisfies only fleeting desires and does not satisfy real needs, and the flawed Artist is aware of this. He feels that he is missing out on life, and envies the stability that other people have in their lives; while at the same time he does not want to be an ‘ordinary’ person – he needs to feel that he is different, as his sense of identity is based on his difference from others. He begins to feel sorry for himself, knowing that he is missing out on something important, and fears that he is wasting his life. He also begins to despair that he will never be rescued.


  The flawed Artist’s repressed anger results in depression and apathy. 


  He is angry at himself for what he has done to himself, wasting precious time and missing vital opportunities for self-actualisation. He is confused, filled with self-doubt, and ashamed of his failure. He may also feel anger towards others who have ‘let him down.’ But he fears to express his anger because that might make things worse. His parents did not allow tantrums. So he has to hold back his feelings, and show no reaction at all, except perhaps for a look of desolation and a deep sigh. Though there may be an occasional outburst of hostility or hatred that he cannot contain.


  He unconsciously inhibits his desires and expectations, because he doesn’t want to be disappointed and hurt any more. He no longer finds joy in creative work. He is no longer self-indulgent. Instead, he becomes apathetic, doing nothing, as hope vanishes. He effectively even becomes alienated from himself.


  At this stage, the flawed Artist’s identity, his uniqueness, comes only from his degree of suffering – he suffers more greatly than anyone else. And he is aware of the fact that he is depressed.


  (iii) Self-Rejecting, Tormented & Self-Destructive


  The flawed Artist so desperately wanted to be the idealised self, that he has come to hate everything about himself that does not correspond to his fantasy. He is filled with self-reproach. He loathes himself, and he hates others for failing to save him. He feels that, because of his depression and inability to function, there is no hope: he is doomed. Morbid fantasies become obsessions. 


  He comes to realise that he has wasted his life, pursuing a futile fantasy, and this is more than he can take: rather than searching for his true self, he has chased after a lie. He is convinced that he is utterly defective, and is an outcast. He may sabotage – destroy – whatever good is left in his life.


  And yet, he still secretly hopes that he will be rescued. He may attempt to elicit rescue through self-destructive behaviour, or he may end his life in order to escape. He may seek death directly, or indirectly through drugs, alcohol, or other dangerous activities. He may also regard his suicide as a punishment for those who didn’t help him enough: They’ll be sorry when I’m gone... He may have imagined death many times, so may act without a great deal of consideration or warning.


  In some cases, the deeply flawed Artist may commit a ‘crime of passion’ – killing the people they hold responsible for ruining their lives, the object of unrequited love, for example. 


  (12) Character Development Arc


  The Artist’s journey, like that of the other archetypes, involves self-discovery and an exploration of the impact of his life story. It will also require that the Artist abandon his image of himself as a helpless victim, and instead take responsibility for his own life. He will need to become self-motivated, actively seek inspiration, rather than waiting to be inspired; becoming responsible, rather than self-indulgent. He will need to overcome his feelings of inadequacy and discover that he is ‘somebody,’ that he has an identity and beliefs that he needs to express truthfully through his art.


  There are two main challenges for the Artist: (i) to overcome his envy of others, and (ii) to overcome his depression and become self-motivated.


  (i) Overcoming Envy


  Envy arises from our tendency to compare ourselves against others, usually people who are similar. Envy is a combination of a number of feelings, some of them contradictory: a longing for what the other person has that we lack; frustration that we are unable to (easily) obtain this thing; feeling inferior to the other person; resentment towards the ‘lucky’ person; anger towards whoever is seen as responsible for our unfair lack – or anger towards fate generally; admiration of the ‘superior’ person; and, guilt at feeling envious.


  When someone has something that we want, we try to make ourselves feel better by belittling or spoiling their success: we console ourselves that our neighbour’s flash new sports car is a gas guzzler with an impractical boot. Or we may rationalise that a reward was achieved because of some unfair advantage or by cheating: She slept her way to the top. Many of our defensive thoughts are irrational or self-defeating: they don’t make the envious feeling go away. Envy can only be reduced by tackling it head-on: the following eight steps offer one way of doing this.


  



  (1) Admit to Envy. Envy is like any problem, the suffer needs to move beyond denial and admit it exists before he can deal with it. Admitting that he is envious is something that the Artist finds difficult because it is regarded as a ‘bad’ or selfish emotion. 


  As well as admitting his envy, the Artist will have to be specific about who he envies and what it is that he envies about the other person. If it is an object, like a house or a car, he must ask himself what this thing means to him: Success? Status? Freedom? Or is the thing he envies a skill, an ability, or a ‘gift’ of some other kind, such as beauty or physical strength?


  



  (2) Take Responsibility for Envy. Envy is a natural emotion, which is providing information to the Artist. A feeling of envy is an indication that there is a problem: the Artist then has a choice in how he deals with the problem. He can choose to remain envious, and let the problem fester and eat away at his happiness, or he can choose to do something about the problem. Pessimists might think what we’re saying is: The Artist has got a problem and it’s his fault. But if we turn that around and think of it positively, we’re saying: There is a problem, and he has the power to fix it.


  The problem is not with the person who is ‘making’ the Artist feel envious, the problem is inside his own head. Blaming events in the outside world, or fate or karma and resenting the success that someone else has won’t make him feel any better and won’t do anything to actually resolve his problem: it is just wasted energy on his part. Another person’s good fortune is their own, and it has nothing to do with the Artist.


  What we’re talking about here is taking responsibility, and this is something that the Artist has a problem with. He would much prefer it if someone else ran his life and let him get on with his creative efforts. The Artist needs to ask himself – truthfully – what benefits envy is bringing him. He is blaming his unhappiness on something external, which he claims is beyond his control, so that he doesn’t need to accept responsibility for fixing the problem. Being a victim and waiting for someone to rescue him from his undeserved fate is easier than accepting responsibility for making changes himself. And being a victim allows him to get attention and sympathy from others. 


  



  (3) Explore the Envy. What is the feeling of envy trying to tell the Artist? If we accept that envy has a positive purpose, then we need to know what it means. We probably compare ourselves with others to see if they are like us, to see whether they are a threat. If they are bigger than us or are in some way different to us – that is, they don’t belong to our tribe – then we know that we need to exercise caution. So when we feel envious, we need to ask ourselves: What threat do I perceive in the other person? Why am I afraid of them? Chances are that the other person has something that makes us feel that they are superior to us in some way. This may only be a superiority that we perceive, rather than a genuine ‘threat.’ This is particularly true when we suffer from low self-esteem and perceive everyone as better than us.


  Envy can also motivate us to try to improve ourselves. It encourages us to look at what people like us are doing so that we can seek to emulate their success. One way to escape the pain of envy is to improve our own lives.


  



  (4) Admit Defeat. If the Artist is going to constantly compare himself with other people, then he has to realise that he can’t win. There will always be someone who is smarter, better looking, richer, more confident, more skilled, more experienced, older, younger, blonder, taller, thinner... and even if he does manage to become ‘top dog’ for a while, there is always going be someone to knock him off that pedestal sooner or later. Why set himself up for this misery?


  



  (5) Stop Comparing Self with Others. We are all unique, so comparing ourselves with others is something of a pointless exercise. What is better, an apple or an orange? Chalk or cheese? We are all attractive and interesting in our own way. Just because someone has something that you don’t have doesn’t make them a better person than you. Everyone has had different experiences in life, different opportunities, and faced different difficulties. It isn’t possible to compare two lives and decide that one is better. 


  If the Artist keeps his attention focused on what someone else is doing or what they’ve got, he is missing out on having a life of his own. The most we can gain from someone else’s journey is inspiration: we can see how they are trying to improve their own lives and decide whether we can employ similar methods. What they achieve isn’t important, but we can learn from how they go about trying to achieve it.


  One of the best ways to overcome the need to compare ourselves negatively with others is to develop our own self-esteem. Once we feel we are ‘good enough’ as we are, we no longer need to compare ourselves defensively. It is a step on the way from envy to contentment.


  The Artist must learn to accept and appreciate his genuine talents, and not reject them because some other ability seems more glamorous or desirable. This is envy at its most destructive.


  



  (6) Develop an Abundance Mentality. Envy often seems to stem from an idea that there is a shortage of something, and therefore a need to fight to get it before someone else does. This is probably a form of survival instinct, but it can get in the way of happiness in life. Are happiness and success in short supply? In order for me to feel happy, do I need to take a bucketful of happiness away from someone else?


  Happiness and success are not finite resources that we need to fight over. Rather, we need to focus our energies on new opportunities that come along to allow us to create our own happiness and success. It is never too late, so we haven’t missed our one chance in life.


  



  (7) Be Compassionate and Celebrate the Success of Others. If the Artist is judgmental and critical of others, then he will tend to treat himself the same way. If he treats others compassionately, he will tend to feel better about himself, and also be more likely to treat himself with compassion. Celebrating another person’s good fortune will make him feel better than fuming and resenting their success. And it tends to be true that if you associate with successful people and think positively, you are more likely to become successful yourself.


  The Artist is so wrapped up in his own moods and his own suffering, that he feels he can’t possibly worry about anyone else. The grandiose aspect of his nature makes him feel that because he is ‘special,’ he shouldn’t have to take on responsibility for other people’s feelings: they should be concerned with him.


  The fact that the Artist is connected with his emotions means that he is perfectly capable of empathy for others, he just doesn’t do it. It is something he needs to develop during the course of his journey. Ways of developing empathy are discussed in much more detail in the chapter on the Warrior.


  If someone genuinely succeeds by making the best of their own abilities, then the world is a better place for it. There are no winners and losers. There is no him versus me. If you still want to know ‘What’s in it for me,’ how about this: If you only feel good about your own success, you might feel good only once a week, or once a month, or once in a blue moon; but if you can feel good about other people’s success, every day will be like Christmas. Or something like that. 


  



  (8) Discover What People Have in Common. We’ve said that the flawed Artist builds his identity on the differences between himself and others. One of his needs, then, is to connect with people who have things in common with him. He has to discover that, even though we are all different, there are many things – including emotional responses – that we share.


  (ii) Self-Motivation 


  Depression is a pattern of behaviours including gloomy moods, brooding, worry, pessimism, low self-esteem, self-criticism, shame, and being critical of others. Most of these have already been mentioned in relation to the Artist archetype, who is prone to suffer from depression. Depression is a constant cycle of feeling low, lack of energy, not doing anything, feeling low...


  Rather than giving the Artist the challenge of ‘stop being depressed,’ which is a little vague, we’re going to say that his challenge is to become self-motivated. Most of the necessary steps involved in becoming self-motivated are the same as those generally suggested for overcoming depression.


  The Artist must become self-disciplined, working consistently to contribute something worthwhile to his world. He should not be an aloof bystander waiting to be recognised, he must participate and develop a stronger sense of himself through his work and his connections with others. He needs to be more in contact with his moment to moment instinctual feelings, and less involved in his imagined inner world. And he must recognise when his imagination is not contributing positively: creative goals are good, but procrastinating because he feels that his genius is insufficiently recognised, or because he does not have the right tools, is self-defeating. So is daydreaming about all the things he could create instead creating the object at hand.


  The Artist must look after his own physical and emotional health, and structure his daily routines and his living space so that ‘inspiration’ is more likely to strike, and so that he can be ready to receive it when it does. All creativity needs a little structure in which to thrive.


  The Artist, like the Thinker, needs to act. He needs to decide to do something, commit to achieving a specific end, and then just do it. 


  Self-motivation requires the ability to set challenging goals for yourself; confidence that you have the skills to achieve those goals; and the belief that success is possible if you’re prepared to put in the effort to achieve it. To be in this position, the Artist needs to have self-confidence; to think positively; to be goal-focused, and to have an appropriate level of support and encouragement.


  Self-Confidence


  If the Artist doesn’t believe in himself, then he’s going to have problems getting started on anything – why bother if he doesn’t believe he’s up to it? – and he’s going to come unstuck when he encounters setbacks. In order to boost his self-confidence, the Artist needs to be encouraged to do the following:


  



  – Consider the major achievements of his life to date.


  – Determine what strengths and skills he has to build on.


  – Seek help when he needs it.


  



  He needs to recognise the potential he has for success, and to realise that he can build on this – with help – to achieve even more. A structured way to explore potential is by using a SWOT analysis to determine Strengths, Weaknesses, Opportunities, and Threats. 


  In considering his strengths, the Artist needs to consider what he can do better than other people around him; what personal resources he has to draw on, including skills, experience – including previous achievements – and connections. Weaknesses include things we’ve already considered in terms of personality traits and fears; things that the Artist usually tries to avoid; and ‘immoral’ behaviours. Opportunities include available external resources, including equipment and personnel; weaknesses in, or mistakes made, by others; ways of fixing any weaknesses identified above; or opportunities for learning new skills. Threats include any opposition or obstacles; changes in circumstances; or situations where weaknesses might be exploited by others. 


  Positive Thinking


  The Artist has a tendency to be a pessimist, to expect the worst, and so needs to learn to be more optimistic. Optimism is closely related to self-confidence: if you believe in yourself, you are more likely to believe that success is possible, even when faced with a setback.


  Positive thinking requires that the Artist become aware of his negative attitude, and replace pessimistic thoughts with their optimistic equivalent. This means changing the focus from what he doesn’t want, to what he does want. And he must visualise what he wants, and regularly repeat ‘affirmations’ – thoughts about what he wants to achieve and that he will achieve it. Instead of worrying about what might go wrong, he must concentrate on what is going right. Instead of focusing on what he hasn’t got or hasn’t achieved, he should focus on what he has got or has achieved. He must celebrate success, one small success at a time. And he should seek to surround himself with people who have a positive attitude and who will encourage him. 


  Initially, it takes effort to switch his thinking, but it should gradually become his default mode.


  Focusing on Goals


  Having clear goals and a strong sense of direction, of purpose, are key in becoming self-motivated. Goals are important to all story characters, and we’ve already covered them at length, so here we’ll just remind ourselves that goals need to be SMART, that is: Specific, that is concrete and clear, rather than vague; Measurable, which means that you can monitor progress towards success; Achievable, meaning that they should be challenging, but not so difficult that there is no chance of attaining them; Relevant, which is to say that they should contribute in some way to the Artist’s overall purpose, being a stepping stone to something more significant; and Time-bound, i.e. there should be a deadline for achieving the goal, rather than an open-ended timetable. 


  Encouragement and Support


  We mentioned above the importance of the Artist having people around him who were positive and encouraging. Working with other people has other additional benefits: they can give the Artist an objective viewpoint on his progress; they can make the Artist accountable for his actions; they can be a ‘resource’ to use to meet an objective, and they can act as an example or as a mentor or teacher.


  What the Artist does not need – but what he often seeks out – is a confidante who agrees with him. He does not need her to tell him that, yes, he has been short-changed by life, and that he is much more deserving than that other bastard who got the prize instead. A friend who vindicates the Artist keeps him trapped, wallowing in his own self-pity. His wounds will never heal. What the Artist needs instead is someone who will listen to his outpouring of feeling, but who will then help him move beyond it.


  The Artist needs a confidante who understands his point of view, but also knows that encouraging his feelings of envy and resentment are not in the Artist’s long-term best interests. And the confidante must also realise that there may be times when the Artist is envious of her and that an understanding of the Artist’s insecurity is necessary, rather than harsh judgement. 


  The confidante needs to be honest with the Artist. She should give honest praise where it is due, and tell the Artist what she values about their relationship. However, she also has to be able to speak her mind and tell the Artist what she doesn’t like about his behaviour. She has to be able to explain how it makes her feel, without seeming to be judgmental, or controlling, and without seeking revenge. And finally, if her relationship with the Artist is endangering her own happiness and success – as a result of physical or psychological abuse, for example – then the confidante needs to end the relationship and say why.


  14 | The Crusader


  The Crusader combines attributes of the Thinker and the Warrior, with the fears from his Thinker side tending to overwhelm the more active Warrior side. The ideal Crusader is ethical, active, idealistic, honest, self-disciplined, and self-sacrificing. He sets strict standards for himself, which he strives to achieve. He is prepared to fight against something he perceives as wrong, even where this means challenging authority, and he is prepared to take a lone stand if necessary. The Crusader is courageous, prepared to face any danger in pursuit of his mission. He is determined, and once he has chosen his crusade, nothing can deter him, and giving up is never an option. He will never do anything that goes against his convictions. He tends to remain calm in a crisis, is able to assess what actions need to be taken, and will do what is necessary. The Crusader is a man of his word, and never breaks a promise. At his best, he can be highly persuasive, able to communicate his convictions and rally people to his cause with a combination of rational argument and passion (righteous anger). This means that the Crusader can become a charismatic and inspiring leader. 


  The ideal Crusader always considers the consequences of his actions, and will always try to consider the greater good before passing judgement.


  Examples of the Crusader include Erin Brockovich (Julia Roberts); Joan of Arc; Malcolm X; Martin Luther King; Mahatma Gandhi; Jane Eyre; Emily Pankhurst; and Rosa Parks.


  The flawed Crusader tends to see things in terms of black or white, good or bad, and has little room for shades of grey or for compromise. He values integrity and believes he has an obligation to do the ‘right thing’ for the right reasons and to encourage others to behave in the same way. He knows that doing the right thing requires constant vigilance and that during his ‘crusade’ he will have to continually battle his personal demons, and make self-sacrifices. He has a tendency to be a perfectionist and to set very high standards for his own behaviour and that of others.


  The Crusader uses rationalisation to convince himself that he is a ‘logical type,’ a Thinker and that his beliefs and opinions are therefore facts. But he really acts on gut instinct, from his Warrior side, doing what he feels is right, and then seeking to justify it logically.


  The Crusader usually begins his journey with the objective of discovering ‘The Truth.’ Or he may begin his crusade with the objective of persuading others to accept The Truth that he believes he has discovered. But at some point in his quest, he finds that ‘the truth’ is not as straightforward as he believed. He may discover that things he believed were true, are false or mistaken. He may discover an alternative truth that is equally valid. He may find such a discovery enlightening, or he may find it disillusioning, either way, he will learn that there is no such thing as absolute truth. This is an important discovery and an important turning point in the Crusader’s story.


  As Carol S. Pearson, in Awakening the Heroes Within, says, the truth-seeker cannot find objective truth until he has discovered how subjective, and therefore biased, his own thinking is. The Crusader needs to discover the truth about himself: who he really is and what needs and issues dominate his thinking before he can begin to see any truth outside himself. In recognising his own subjectivity, the Crusader is able to develop a sense of humility. He learns that the things to which he is attached, obsessed with, or which he identified as needs – the approval of others, accomplishment – are actually only preferences. He learns to view these things more dispassionately.


  The Crusader is decisive and prefers to take charge, planning things in advance and in detail. At his best, he is organised and able to meet deadlines, and prefers to complete one task, tying up all loose ends and achieving closure, before starting another. His perfectionism can get in his way, making him reluctant to begin a task until he can be sure he will be able to complete it perfectly. 


  There are only minor differences between male and female versions of this character type. In many cultures, the male version will usually find himself more readily accepted as a crusader and will be given greater opportunity to speak about and act on his beliefs. Unless his message is seen as promoting ‘feminine’ traits such as love and compassion, in which case he may be looked down upon. The female crusader, particularly in previous centuries in the west and even today in some cultures, is less likely to find a forum for her views, and if her message or actions are regarded as an attempt to usurp male dominance, as were Joan of Arc’s, then she may be regarded as hysterical and subject to ‘treatment’ or punishment.


  



  Alternate Labels for the Crusader include Activist, Advocate, Believer, Idealist, Knight, Messiah, Missionary, Moralist, Mystic, Paladin, Perfectionist, Reformer, Scientist, Stalwart, Traditionalist, Trouble-shooter, Trustee, Truth-Seeker, Zealot.


  



  Occupations. Crusaders choose occupations that allow them to make an impact and to change lives. The tougher, more analytical ones can be found in management, science, accountancy, law enforcement or the legal profession. Attention to detail comes naturally to this type of person. More people-oriented Crusaders tend to be in such occupations as health-care or health and safety, education, and religious organisations. Their honesty and ethical beliefs mean that they are likely to be environmental activists, union stewards, park rangers, missionaries, or even revolutionaries. Their single-mindedness means they are not ideally suited for diplomatic work. They prefer direct action to politics.


  (1) Denied Self


  Because the Thinker’s fears tend to have dominance over the Warrior aspects of the Crusader, the Crusader’s denied self is almost identical to the Thinker’s: he denies all emotion and most physical feelings. The Crusader, in fact, tries to convince himself that he is a purely objective Thinker-type.


  (2) Defensive Behaviour and False Self


  The Crusader has decided that in order to prove himself worthy of affection, he will abide by a personal standard of behaviour that is more strict than any other person might possibly impose on him. He will be good and he will be perfect. He is preoccupied with feelings of guilt for wrongdoing or lack of perfection. The Crusader is also obsessed with justifying his behaviour, and even his existence. 


  Like the Thinker, the Crusader seeks truth, but where the Thinker is concerned with ideas and logic, the Crusader is focused on actions. He wants to do things perfectly, and to behave in a way that is ‘good.’ This stems from the fact that the Crusader combines elements of the Warrior, who is action-orientated, with those of the Thinker. Also like the Thinker, the Crusader suffers from feelings of insecurity, and he needs to feel in control of his environment at all times. This results in extreme vigilance and trying extremely hard to achieve whatever he sets out to do.


  But, there is a difference in trying to do well and perfectionism. A person who strives for excellence is able to accept their mistakes and shortcomings and to learn from them in order to do better next time. A perfectionist regards a mistake as a personal defect that makes them less acceptable. As a result, perfectionists suffer great anxiety over potential failure, and also are unable to take pleasure in any achievement that is less than perfect. They measure their self-worth solely in terms of meeting some unattainable ideal.


  The Crusader sets impossible standards for his own behaviour and has an expectation that others should strive to meet them too. He tends to regard himself as morally superior, and as a result can be extremely judgmental, criticising what others do, or preventing others from doing things because he can do them better himself.


  The Crusader is obsessive about doing things by the rules, sticking to the timetable, and doing things methodically. This pedantry also applies in adherence to social conventions. This can make him seem inflexible and stubborn. His need to do things perfectly can mean that the Crusader is not very productive in work situations. The Crusader’s caution can also mean that he fails to take advantage of opportunities: he is afraid to take the risk of doing something that might not turn out perfectly. This can also occasionally make him indecisive, like the Thinker, because of his fear of making the wrong choice.


  The Crusader becomes annoyed by what he perceives as the incompetence or laziness of others: he seems unable to accept that people have different levels of ability and stamina, or that people have different priorities for their time and energy. He also tends to believe that his way of doing things is the only way, and can’t accept alternative approaches, or that his methods may not actually work for someone else. His criticisms and ‘helpful hints’ can ultimately undermine another person’s confidence: this is especially true of children.


  Because he judges himself so harshly, the Crusader is very sensitive to criticism from others: he feels that nothing he does will ever be good enough, and he resents other people reminding him of this.


  The flawed Crusader can be judgmental, dogmatic, critical, controlling, obsessive-compulsive, punishing, self-punishing, vengeful, resentful and angry. He doesn’t typically have much of a sense of humour, and certainly isn’t able to laugh off his own mistakes. He is also uncomfortable around other people who are enjoying themselves and generally feels that having fun is just wasting time which could be better spent. Showing neither pleasure nor displeasure means that the Crusader ends up expressing little more than a grim stoicism.


  The Crusader rigidly controls his emotions, to the point of denial, and prefers to channel his emotional energy into doing things rather than into feeling. When he does take action, he tends to become obsessive. He becomes irritated when people disregard ‘the rules.’ He is also highly critical, both of himself and others. The Crusader can also seem remote and impersonal, disdainful, elitist, and condescending. 


  The Crusader also feels anger and resentment because – like the Carer – he believes that he is doing more than his fair share; that he is sacrificing his own happiness in order to do the right thing, and other people just aren’t doing their bit. He feels others are allowed to get away with sloppiness, while he has to do things properly. But he would never express his anger or resentment because these are ‘bad’ emotions.


  (3) Want versus Need


  The Crusader wants truth and integrity and wants to improve himself and the world around him. He wants to be ‘virtuous’ and unselfish. In short, he wants to be perfect.


  The Crusader needs to stop judging himself and to accept all of himself – including his flaws, needs and desires – rather than splitting himself into ‘good’ and ‘bad,’ and denying the bad. He also needs to stop judging others. Overall he needs to develop realistic expectations.


  He needs to be able to take the local as well as the global view, to see how his actions impact the lives and relationships close to him. He needs wisdom as well as truth, compassion as well as honesty. With the Thinker and the Warrior present in his character, he needs to develop the Carer; that is, he needs to develop in terms of accepting his own emotions, to become more compassionate towards himself and others, and the value his personal relationships.


  (4) Life Story and Wounding


  There are two variations on the theory of why the Crusader has such strict standards for himself: one is that his parents, usually the father but not exclusively, was puritanically strict; and the second is that the father-figure was weak or absent, and the child had to create his own boundaries, effectively becoming his own father and setting his own rules.


  The lack or flaw in the Crusader’s personality is thought to have been brought about because of the nature of the relationship between the child-Crusader and his father or father substitute – the adult who was responsible for setting the rules, and for disciplining the child if necessary. The problem in this relationship may have been caused by the absence of the father, or the presence of a weak or inconsistent father-figure. Or it may have been the result of an abusive or distant father who treated the child unfairly. Crusader-types often have stern, strict or deeply religious fathers, who teach the child that impulsive or pleasure-seeking actions are selfish or sinful.


  A child needs to connect with strong adult figures if he is to have the ability to separate from dependency on the mother and increasingly sense his own individuality. Without the additional protection, guidance, and limit-setting of a father figure, he is less able to establish a sense of autonomy and of boundaries.


  A child who experiences the rules in his family as arbitrary, inconsistent, unfair or unduly strict can come to feel that he must develop his own code of conduct. And the guidelines he creates for himself are even more rigorous than would normally be expected of him. The Crusader focuses on living up to – what he believes to be – the expectations of his parents, and teachers, and of any other father-like authority figures in his later life. The nature of his family relationships is such that the child feels a need to justify his behaviour, his beliefs, and perhaps even to justify his existence. Inconsistent boundary setting by a weak father figure can set a child on a lifelong quest to find the ‘one true way.’


  The Crusader-child might see his family as being the victims of injustice, and so grow up to fight such unfairness, or the injustice he suffered might have been at the hands of members of his own family. The Crusader always fights for his cause. His personality developed from his reaction to injustice. Whether he personally experienced the wrong or merely witnessed it being done to others, this was a defining moment that moulded him into a Crusader. He may be acting because he feels responsible for the wrong he is trying to right; or because he feels the need to give something back because he has been so fortunate in life himself.


  The Crusader’s emotions and other ‘selfish’ or ‘sinful’ impulses are repressed by forces that are effectively an internalised father figure. He believes that he can avoid condemnation only by being blameless. He feels that it is better to be self-critical and punish himself, rather than risk being ‘found out’ by someone else. He effectively tells himself: “You are not acceptable as you are, you must be better.” As a result, he lives with constant feelings of guilt and shame, a feeling that he does not, and will never, measure up.


  Such a child might have had to accept adult responsibility at an early age, perhaps acting as a parent to a younger brother or sister, or even to one of his own parents. The Crusader-child can seem overly-serious for his age. Even as a child, the Crusader felt angry that this burden of perfection was placed on him, and angrier still when he saw that siblings or other children were not subject to the same control of their feelings and impulses.


  (5) Dominant Attitude and Motivation


  The Crusader tends to see things in terms of black and white, good or bad; to compromise is to be less than perfect. The flawed Crusader is a judgmental perfectionist. The Crusader is motivated by a strong sense of personal obligation, a feeling that he must do the right thing. For example, he feels he must act when he perceives an injustice has occurred. He also has an ongoing need to rationalise what he is doing, justifying why he is doing what he is doing, explaining why he’s doing the things that he instinctively feels are right.


  He feels that he must repress his ‘negative’ emotions, including his anger and his ‘selfish’ desires.


  (6) Greatest Fear and Crisis Potential


  The Crusader fears being judged and found to be bad, corrupt, evil, or defective in some way. He seeks to be perfect, and fears that he will not be able to live up to the high standards he has set for himself. And he fears that he will not be able to complete his ‘crusade.’ The Crusader may also fear that his cause will not be taken seriously and that he risks being persecuted because of his ‘radical’ beliefs. He is also afraid that others will be led astray by those who are already on the ‘wrong path,’ or by their own selfish desires. 


  From the Warrior he inherits a fear of losing control of his anger; while from the Thinker he inherits a fear of feelings of all kinds, particularly his own physical and emotional needs, that he may reject as ‘selfish.’ He is afraid of being rejected for being less than perfect, so as a result often has a fear of romantic involvement. 


  But the Crusader’s greatest fear is that his beliefs, values or methods are actually wrong and that he is causing more harm than good. Or at least that they are limited, flawed, or overstated. He is afraid that the truth he seeks, or believes he has found, is an illusion or a deception. The worst possible thing that could happen to him would be to discover that his actions have been misguided, that his crusade has caused harm rather than good. 


  And the Crusader is afraid of making mistakes, fearing that, having been so vociferous in promoting his point of view, others will be merciless when his mistake is uncovered. This can result in the Crusader fighting even more strongly for his cause, even when he has recognised it as wrong or misguided.


  (7) Contradictions


  The Crusader desires integrity, which means ‘wholeness’ as well as truth, but he divides himself, and everything else, into ‘good’ and ‘bad,’ preventing him from ever coming close to integrating all parts of his personality. 


  There is a battle between the Crusaders ‘irrational’ instinctive drives, their dark libidinous impulses, which come from the Warrior, and the simplicity of their convictions, which come from the Thinker.


  (8) Story Values and Virtue versus Vice


  The Crusader’s sins include vainglory – a pride in his own moral superiority over others – and this is even more dramatic if it turns out to be hubris. The virtue in opposition to this vice is humility. The Crusader is also judgmental and vengeful, and so needs to learn forgiveness. 


  Values that can be explored through the Crusader include justice and obligation; duty versus desire; the effects of repressed anger; the importance of integrity and self-acceptance; and forgiveness and reconciliation.


  (9) Relationships


  The Crusader’s honesty and commitment tend to mean he is generally well-liked by others, and it provides a good base for a successful relationship with a partner. But while he believes in commitment, this tends to be commitment to a cause or mission, at the expense of his relationships with the people around him. He also tends to challenge people, pushing them beyond their limits in order to help them develop. The Crusader manipulates others by constantly correcting them, and insisting that they share his values. 


  In transactional analysis terms, the Crusader tends to assume the position of an adult talking to a child. This is not an effective way of communicating with other adults, who come to regard him as patronising, and so they are therefore resistant to whatever he has to say, even if they agree with the suggestions being made. This resistance is perceived by the Crusader, and he is further frustrated by it.


  Being emotionally reserved means the Crusader tends to have a fear of romance, of close personal relationships, partly because he can never find the ‘perfect’ partner. Or he may simply regard romantic desires as being selfish or a distraction from his mission.


  At his best in a relationship, the Crusader is loyal, dedicated, conscientious, and helpful. At his worst, he is critical, argumentative, pedantic, inflexible and controlling. He has high expectations of others as well as himself.


  When he is in a relationship, the Crusader never loses his fear of rejection and abandonment. He may be jealous and suspicious of his partner, doubting their commitment. He expects his partner to share his high ideals, and attempt to control them in order to make their relationship perfect. Of course, this risks ultimately driving the partner away – realising the Crusader’s fear.


  In order to have a successful relationship with a Crusader-type, it is necessary to be aware of his weaknesses and react accordingly. The Crusader resents having to do everything, so it is important for a partner to take their share of the responsibility, so the Crusader doesn’t feel over-burdened, and to acknowledge the work done by the Crusader. The Crusader needs to feel that what he does is appreciated, and so his partner should acknowledge his achievements. And she needs to be able to apologise if she has been thoughtless: the Crusader finds it difficult to forgive, but an acknowledgement of the wrongdoing makes it easier for him.


  The partner needs to reassure the Crusader that who he is and what he does is just fine, especially when he is judging himself harshly following a ‘failure.’ She also needs to encourage the Crusader to take time to relax and have fun. The partner also needs to have a good sense of humour, so that she can encourage him to lighten up a little, and maybe even laugh at himself once in a while. But she needs to do this in a way that he won’t misinterpret as criticism. The partner needs to listen to the Crusader’s worries without judging him. And the Crusader needs to know that his advice is valued. The Crusader harbours resentment and suppresses bad feelings, especially anger, so the partner needs to encourage him to acknowledge and experience these feelings, even when it is difficult for her to hear what the Crusader has to say.


  The Crusader, regarding himself as a ‘rescuer,’ may enter a relationship with someone who is ‘sinful’ and irresponsible, and will attempt to reform or ‘redeem’ this person. The relationship is more like a parent and child one than one between equal adults. The relationship then consists of a game in which the partner demonstrates sinfulness, promises to reform, reforms for a brief period, and then falls back to sinfulness; and the Crusader demonstrates disapproval, rescuing, punishment, forgiveness, trust in partner’s promise to reform, disappointment, and back to disapproval, to begin the cycle again. The Crusader treats the partner as his project, a problem to be solved.


  (10) The Shadow-Crusader – The Punisher


  The dark side of the Crusader is the ‘punitive avenger,’ vigilante, or Punisher, someone who believes that he is qualified to be judge, jury and executioner. Someone who believes it is his responsibility to try and redeem those he perceives as having ‘fallen’ from the righteous path.


  The Punisher is always on the defensive, feeling threatened by others who do not share his beliefs. He feels frustrated and angry because he feels he is misunderstood – why don’t other people see that the Punisher is superior in his beliefs and actions? – and because of the sacrifices he is making to uphold his beliefs. The Punisher is dominated by the desire to be proven right, rather than by a desire to seek wisdom. 


  The Punisher is not an objective observer of reality, rather he is completely cut off from it; his feelings are numbed or completely overwhelmed by his rage. He is harsh, uncaring, intolerant, dogmatic and judgmental, and feels justified in dispensing punishment because he is on the side of right. The ends justify the means. He makes no attempt to reassure others or account for their weaknesses, and does not play favourites: all are subject to his word of law. His actions, he claims, are taken for the benefit of the ‘fallen’ person, and not for the benefit of the Punisher: ‘It’s for your own good.’ Full of rage, the actions of the punisher are swift and merciless, and often out of proportion to the ‘offence.’ The Punisher may even be so completely consumed by his need for vengeance that he punishes the wrong person, or demonstrates a prejudice against a whole group. He feels no remorse, as he feels his actions are completely justified.


  The Punisher is also often a hypocrite, setting strict standards for others, but not applying the same rules consistently to himself, either because he sees himself as special, or because he feels he has earned a relaxation of the rules as a result of his selfless devotion to his beliefs.


  The Punisher can be someone who has become obsessed with the very behaviour he condemns, until it overwhelms his thinking, to the extent that he compulsively acts out the behaviour, losing control of himself. He acts contrary to his own stated beliefs, undermining them. If questioned, he may try to rationalise his behaviour, claiming to be putting himself in the way of temptation in order to prove his own moral strength.


  The Punisher is drawn into sin, often to a greater extent than the sinners he previously condemned, because his own feelings have been denied to such an extent that they have become twisted and have gained an unnatural fascination for him. It is the obsessive – or possessive – nature of these feelings that makes the Punisher and his impulses dangerous, more so than the original impulses that he repressed. 


  Problems arise for the Punisher – and those around him – when something or someone arouses his denied feelings. The Punisher cannot deal with these unacceptable feelings directly, that risk setting off a chain reaction leading to a dangerous and uncontrolled eruption. The only way the Punisher can try to resolve his inner conflict is by attempting to do away with the apparent cause of the disturbances, whipping himself up into a fury over what he sees as the evil-doing of others, although what is really at stake is his own sanity.


  The contradictions are so deep, and his compulsions so threatening, that the Punisher cannot back down. The possibility that he might have been wrong is too much for his disintegrating pride to take. More than ever he must justify himself. Not only must others be proved wrong, but they must also be punished. And since others are hideously evil, they can be condemned and destroyed without guilt. No love, no mercy, no sympathy can be shown to those who have become the focus of his righteous retribution. Punishers become inhumanly cruel and make sure that others suffer. ‘They are only getting what they deserve!’ and since the ends justify the means, any means can be used.


  Completely unmerciful and unforgiving, the Punisher sets in motion injustices and atrocities while trying to portray them as the work of an impersonal agent. He acts as if justice itself were responsible for his sadistic punishment of others. Because his twisted morality now sanctions it, he is capable of having others thrown into prison, tortured, or burned at the stake.


  The personality type that fears being condemned condemns others mercilessly. The personality type that once may have been so concerned with justice has become the perpetrator of gross injustices. The personality type that was once the soul of reason is now completely unreasonable.


  (11) Breakdown – Descent Towards the Shadow


  Three stages in the breakdown of the Crusader are the Perfectionist – who is opinionated and inflexible, and tries to persuade others to do things his way; the Misanthrope – dogmatic, controlling and intolerant, who criticises others for not doing things his way; and the Punisher, the Crusader’s shadow self, who is vengeful and cruel, and punishes people for not doing things his way.


  (i) The Obligated Perfectionist


  At this level, the Crusader operates from a sense of personal obligation: he feels he has a quest, something that he must do. He recognises that people may not understand or may not care about his principles, and so his first task is to try and convince people of his point of view. This often involves evaluating his environment, the world around him, and pointing out what is wrong with it, and what ought to be done about it. He is driven by his belief in what is right and engages in debate with others, whilst at the same time taking action to resolve what he sees as problems.


  He also feels that it is his duty to act as an example to others: having stated his principles, he must live by them without deviation. He worries that others will view him as hypocritical or lacking integrity if he does not. 


  This need to be vigilant and perfect in all that he does begins to take its toll on the Crusader, making him tense. And the fact that he is shouldering this obligation, while others ignore it, causes him to become resentful and to feel over-burdened with responsibility.


  (ii) The Intolerant Misanthrope


  The Crusader has a secret longing to be free of his obligations, and dreams of escape; he feels that others are always having a better time than he is. His repressed anger begins to escape in the form of sarcasm, sulking, and hostility. All perfectionists struggle with anger. It begins with ‘righteous anger’ at injustice and is fuelled by the frustration of not being able to achieve perfection, and resentment at the fact that others do not do their ‘fair share,’ and who do not recognise the Crusader’s efforts. The Crusader’s frustration and anger also arise from the needs and desires he has suppressed in his desire to seem perfect. Of course, this anger is internalised because to show it is to be less than perfect.


  Having made an effort to improve the world, the Crusader begins to worry that others will come along and screw up what he has achieved. He is annoyed that others do not respect his ideals, and he begins to sarcastically reproach them and correct them when they don’t even seem to live up to their own standards of behaviour.


  Although he feels compelled to ‘improve’ other people, the Crusader has difficulty in engaging with them and persuading them of why his beliefs or methods are better. Instead he tends to explain his ideals, and as a result risks appearing opinionated, self-righteous, moralising, and dogmatic.


  While still highly opinionated, doubts begin to appear as the Crusader secretly fears that his beliefs may be wrong, which may or may not be true. To protect his idealised self-image, he tries to justify himself, propping up his argument in any way he can. The Crusader is sensitive to criticism, and because his actions are tied closely to his beliefs, any disapproval is taken as a judgement on who he is. And such criticisms do not even need to be spoken, as the instinctive Warrior and empathic Thinker aspects of the Crusader can sense them.


  The flawed Crusader cannot allow himself to be proved wrong, either by objective facts or someone else’s better arguments. He is utterly convinced that he is always right about whatever he says or does. By this stage, ideals have become severe and forbidding absolutes, and the flawed Crusader is completely inflexible about them. His ideals are rigid dogmas from which he cannot deviate. He reaches the point where his mind becomes completely closed, and he will allow no discussion, negotiation or compromise. His insecurity means that he is afraid to show any sign of weakness, and so he strengthens his defences and becomes increasingly self-righteous. This makes him more isolated and bitter.


  The flawed Crusader sees everything and everyone in terms of absolutes – right or wrong, good or evil, saved or damned. There is no middle ground, no grey area, no possibility of exceptions being made. He refuses to consider any circumstances that would call for compromise. As he sees it, the slightest imperfection ruins the whole, and must therefore be rooted out. The higher he climbs, the more humanity he leaves behind. He becomes a misanthrope who loves humanity but hates individuals.


  (iii) The Hypocritical Punisher


  The deeply flawed Crusader has strong needs and desires, which his conscience forbids. As a result, the Crusader rejects the need or desire: but this then causes it to become a compulsion. He may then believe that another person or group is the source of his obsession, and seek to control or punish them in order to restore balance. In extreme cases, he may punish himself to try and purge himself of his ‘unhealthy’ desires. An impulse or compulsion is an irrational desire, and the Crusader seeks control over all aspects of his life.


  But while the Crusader publicly continues to condemn his repressed desires, he will – at this stage – begin to act them out. He can’t stop himself. He becomes increasingly condemnatory and cruel in his ‘punishment’ of others as he tries to get rid of whatever he feels is hurting him. He also becomes increasingly cynical, as he rebels against his conscience, becoming self-indulgent and hypocritical, allowing himself transgressions, even while he is harshly judging others, and rationalising these lapses as being rewards for his normally good behaviour. These indulgences may then be followed by harsh self-punishment. 


  The deeply flawed Crusader can spend a lot of energy on trying to control or drown out his own thoughts so that the most upsetting ones do not overwhelm him. He focuses on something other than his real problems, becoming obsessed with cleanliness or rooting out other kinds of ‘filth’ and disorder associated with impulses and feelings he has repressed. He may throw himself into obsessive cleaning, or into other obsessive-compulsive behaviour, such as an eating disorder.


  Obsessions and compulsions are both attempts to control, respectively, his irrational thoughts and actions, as well as symptoms of the fact that the control he seeks is crumbling. Obsessive thoughts go repeatedly through his mind. Obsessions are extremely threatening to his consciously held beliefs, however, since they may be obscene, sacrilegious, or brutally violent. The intensity of his obsessions may be so troubling to the deeply flawed Crusader that he may feel that he is possessed by demons. In a sense, he is possessed – by the repressed feelings and impulses he has not allowed himself to deal with.


  The deeply flawed Crusader’s obsessions are often normal needs and desires that have become twisted or distorted through constant and extreme repression. But now he lacks the ‘moral strength’ to hold back the pressure of his repressed impulses. The deeply flawed Crusader is not able to resolve his obsessive thoughts because he is not able to acknowledge what is really disturbing him, which is his bitter resentment and hatred of others – particularly the people he feels are responsible for his torments. The Crusader’s hatred has become so toxic and destructive at this stage that he must displace it onto others in order to survive psychologically. If nothing he can do is good enough, seeing the greater ‘evil’ and disorder in others may be his only relief. So he increasingly focuses his attention on the wrong-doing of others as a way of escaping the wrath of the internal protective-figure, or ‘father.’


  Eventually, he will realise that he has lost control of himself and is doing the very thing that he cannot tolerate in others, and this will prove too much for the Crusader. He will try to rid himself of the apparent cause of his obsession, whether he views the cause as being in himself, in others, or in the environment, possibly resulting in self-mutilation, murder, or suicide.


  Anger remains the Crusader’s most prominent, and perhaps only, emotion. The deeply flawed Crusader likes to think that he is completely impersonal about administering justice to wrongdoers, but an unmistakable element of vindictiveness motivates him, although he cannot admit it to himself, much less to anyone else. His fragile self-image depends upon seeing himself as entirely good and righteous as compensation for his extremely negative self-judgment. He simply cannot admit to anything less than a perfect motivation. But in fact, he is completely intolerant of the beliefs and behaviours of others, considering anyone who disagrees with him as immoral and evil. Angrily forcing his views on others, he feels that others must be made to do the right thing, as defined by him, of course. Religion, justice, truth – any or all may be invoked to bolster his position and make others feel wrong or sinful.


  But in doing this, the deeply flawed Crusader is placed in a position of propounding doctrines that can be defended only by sophistry. He will argue that to save a village, it may be bombed into annihilation. To convert people to his religion, they may be sold into slavery. To protect the lives of unborn foetuses, the lives of adults may be taken. Realising that he may be using invalid arguments does not deter the deeply flawed Crusader for a moment, since his psychological survival depends on rationalising whatever he does, no matter how much his actions conflict with their stated beliefs.


  The Crusader feels that his anger is justified, it is ‘righteous anger,’ but at times the strength and irrationality of his outbursts disturb even the Crusader himself. He tries to increase his self-control, fearing that his anger may get out of hand. But the truth is that he is becoming less controlled than ever, and is so tightly wound that the slightest thing is likely to release an eruption of his repressed feelings and desires. 


  (12) Character Development Arc


  The two major challenges facing the Crusader are (i) to stop being judgemental and perfectionistic, and (ii) to learn forgiveness. He is imprisoned within his own rigid system of beliefs, rules, and behaviours. This system is his defence. He has effectively locked away his emotions and physical feelings because he is afraid of experiencing them. His developmental arc will require the gradual dismantling of these defences so that he can experience his feelings and emotions.


  The Crusader’s Thinker will allow him to investigate his own past experiences and will make him try new behaviours by way of experimentation, but his Warrior will make him a formidable opponent to anything he views as attempts to influence or control. The Warrior lives in the present moment, while the Thinker worries about the future and tries to remain distanced from what is going on in the here and now. This means that the Crusader may swing between an ivory tower coolness and the intense emotion, usually anger, of the Warrior-self. The Crusader needs to learn that he can draw on the strength of the Warrior to help him tolerate the fear that comes from his Thinker-self. He also needs to become aware that his miserly Thinker-self is denying him the spontaneity and adventure that his Warrior-self craves. 


  (i) Overcoming Judgmental Thoughts and Perfectionism


  The Crusader needs to understand what it was in his life story that caused him to become so afraid of making a mistake, and to protect himself from criticism. He also needs to understand why he became so reluctant to admit his own feelings, particularly of resentment and hatred. 


  He also needs to overcome physical tension by making time for leisure activities, and he needs to learn to relax and take pleasure in these activities. He has a tendency to approach even sports and hobbies with a sense of seriousness and need for perfection, and he has an obsessive need to play by the rules. He should avoid competitive sports, and instead try something where perfection cannot be judged or even attempted. Something disorganised and messy would be ideal. It would be a challenge for his ally or romantic partner to get him involved in such an activity. One of the ironies of the Crusader is that he needs to relax, both mentally and physically, in order to be able to access his physical and emotional energies.


  The Crusader needs to give up his obsessive desire to do achieve ‘perfection.’ He needs to accept that there are other ways of doing things, not just his way; and he needs to discover that sometimes it is in his best interests to compromise, rather than stubbornly insisting that he is right.


  He needs to understand that 100% perfection is impossible to achieve in almost any situation: he needs to know that ‘good enough’ is perfectly acceptable in most cases. He may need to experiment with ‘less than perfect’ completion of minor tasks before he is ready to tackle the more major ones. Only when he has this understanding will he begin to feel better able to overcome his paralysing fear of getting things wrong, a fear that makes him procrastinate rather than commit to a decision, action or a relationship. Again, he may need to begin with small decisions and commitment, and gradually build confidence in his ability to tolerate the associated fears.


  The Crusader needs to accept that there is no such thing as absolute objective truth or perfection: truth is relative, can depend on circumstances, and his point of view is just as subjective as anyone else’s. Subjectivity is part of what makes us human: we are a point of view. 


  And the Crusader needs to reconnect with his emotions, including those which he fears most – his anger, his enjoyment of pleasure, and friendship and love. His rigidity comes from not allowing himself to experience these emotions, and little progress can be made until he reclaims them. His defences need to be broken down so that the emotions can emerge, and he must learn to trust his instincts. This aspect of his growth is very similar to that of the Warrior.


  The Crusader needs to directly face situations that cause conflict, rather than seeking to avoid them. This confrontation will then lead to emotional responses that he must deal with. This aspect of his growth is very similar to that of the Thinker. The Crusader needs to learn that integrity means accepting all of yourself, rather than dividing yourself into good and bad. He must accept his own needs and desires, and to learn to assert them. He needs to understand that suppressing natural impulses can be self-defeating. 


  The biggest issue the Crusader faces is to overcome his tendency to see the world in terms of black and white, right or wrong, good or bad. He needs to learn that reality consists of shades of grey. This is particularly important when it comes to his experiencing of love and hate: he has to understand that it is possible to have feelings of love and hate for the same person, at the same time. Discovering this will be at the heart of the Crusader’s relationship with the ally or romantic partner in a story. Until he comes to this understanding, he will never be able to reconcile his feelings about his parents – who had both good and bad aspects – or with himself. 


  Accepting and forgiving the ‘bad’ side of his personality – the Shadow-self – is vital to the Crusader. Only then can he ‘reconcile’ the two sides of himself and become an integrated and balanced individual. Forgiveness and reconciliation are key themes in Crusader-hero stories, in both the internal and external conflict of the story.


  The Crusader also needs to gain an understanding of his relationships with authority figures. He tends to project onto others his own impossibly high standards of achievement, believing that these rules are being set by external authority figures. These external figures represent his internalised images of his parents, especially his father. Often this will require an examination of his relationship with his father, or a father substitute, with the outcome being forgiveness and – possibly – reconciliation.


  (ii) Forgiveness and Reconciliation


  What is Forgiveness? Let’s begin by stating what forgiveness is not. Forgiveness is not:


  


  
    	Weakness. Forgiving is a courageous act, requiring strength of character (moral courage) and deep inner conviction.



    	Giving in or giving up. 



    	Admitting that your hurt and anger is not justified or denying your own rights as an individual. It is not surrender.



    	Denying or forgetting the harm caused to you by another person.



    	Turning the other cheek and letting yourself be slapped again.



    	Condoning the other person’s actions or absolving them. 



    	Forcing yourself to be in a relationship with someone you dislike or who you feel may harm you again.



    	Excusing the hurt the other person caused or letting them ‘get away’ from responsibility for their actions.



    	Proving yourself morally superior, and condemning the other person. If you forgive someone because you feel you should, it becomes an act of self-interest rather than true forgiveness.



    	Seeking justice or compensation.


  


  


  Forgiveness is one person’s moral response to an injustice (or moral wrong) perpetrated by another person. This is not the same thing as reconciliation, which requires both parties to come together in mutual understanding. 


  



  Forgiveness is:


  


  
    	An individual’s response to an injustice or moral wrong. Forgiveness has little to do with another person because it is an internal matter. You do not even have to speak to your closest friend about it unless you wish to.



    	Foregoing resentment or revenge even though the other’s actions deserve it. It is merciful. Revenge is a shadow-motive. You should only ever seek to ‘pay back’ the people who have helped you, not punish those who have harmed you.



    	A choice. You have to find forgiveness within yourself. No one can make you forgive another person, and no one can prevent you from forgiving. 



    	Choosing not to be a victim, trapped by past hurts.



    	Giving rather than taking.



    	Abandoning anger and resentment, and using that energy more constructively.



    	Refusing to relive past hurt.



    	Moving on.



    	Possible for any crime, sin or injury, no matter how bad.



    	Really forgiving. To ‘forgive’ someone, and then remind them of the past injury or your ‘generosity’ in forgiving them is not real forgiveness. Forgiveness is a journey, and there may be times along the way when the old pain resurfaces, at which point you will need to remember that you have already forgiven. You may even need to go through the internal process of forgiving again, for your own peace of mind.


  


  


  Why Forgive?


  Genuine forgiveness has a number of benefits for the person who forgives: it can reduce feelings of anger, depression, and stress, and can boost self-confidence, happiness and compassion in relationships generally. It can also make us feel more positive and hopeful about the future. Forgiveness heals, resentment keeps the wound open. If you do not forgive, you cannot move on. Forgiveness sets you free. Harbouring a grudge requires energy; you could put that energy to more creative use. Forgiveness allows you to begin a new life in the present, by making peace with issues from your past. It breaks the cycle of hatred, resentment, bitterness, anger and pain that you unconsciously share with those around you.


  Constantly reliving past injuries, re-opening old wounds, gives the person who injured you continuing power over you, whether they know it or not. To withhold forgiveness is to choose to remain a victim. Holding on to anger, resentment, and a feeling of betrayal makes your life miserable. You do not forgive for the sake of the offender, you forgive for yourself. It is wonderful when someone feels able to acknowledge responsibility for their actions and to come and ask for your forgiveness. But you have to accept that many people are not strong enough or wise enough to do that. That is their choice. They do not need your forgiveness. They are responsible for their own actions and whatever consequences arise from them, but you cannot change how they choose to respond.


  Sometimes people choose not to forgive because they want to be able to blame their suffering – caused by others – for everything that is wrong in their lives. They have an ‘If only this hadn’t happened...’ victim mentality. They use their pain as an excuse for not accepting responsibility for their own lives. Forgiveness allows you – and requires you – to take back your own power.


  The Paradoxes of Resentment and Forgiveness


  We hold on to grudges and resentments because we think that doing this will somehow punish the person we are angry with. We are effectively saying: I will get my revenge on them by making myself feel bad. It has been compared to drinking poison in order to try and kill someone else.


  Forgiveness too is paradoxical. It requires that we give up our feelings of resentment and our desire for revenge, and instead act generously toward the person who has harmed us, even though that person does not deserve our generosity. But in giving to the wrongdoer, it is we who gain the gift of having a huge burden removed.


  Asking for Forgiveness


  If the Crusader himself is the offender, or if he wishes to be reconciled with a partner where each has injured the other, then he will need to seek forgiveness. Asking for forgiveness is more difficult than giving it, as it requires humility on the part of the offender, an admission of wrongdoing, and – as it also requires a response from the injured party – it also carries the risk of rejection.


  



  (i) Actions are more important than words. It isn’t just a matter of saying ‘I’m sorry.’ We need to prove, through our actions, that we are indeed sorry.


  



  (ii) Accept responsibility for what was done. If we’re going to apologise, we have to say what for. Probably the worst thing to say is ‘I’m sorry for whatever I did to upset you,’ which is effectively the same as saying, ‘I do not recognise your right to be upset by my actions.’ Saying ‘I’m sorry I acted like a shit,’ isn’t much better, because that is like saying ‘This is how I am and you’re going to have to put up with it occasionally.’ We must be specific and ask for forgiveness for the action or behaviour we were responsible for. And if we genuinely don’t know exactly what we did wrong, we have to tell the injured party that we need their help in understanding how our behaviour affected them; tell them that we want to make amends and that we want to learn from the mistake. And then, going back to (i), take some action to try and make things right; begin to repair whatever damage has been done.


  



  (iii) Don’t make excuses. If there were extenuating circumstances that caused us to behave wrongfully towards the injured person, we explain this once as calmly as we can. But only once. If we repeat it, it sounds like we’re trying to blame someone or something else. Go back to (ii): we have to accept responsibility for our actions: we chose the response that we made to the extenuating circumstance. We must try to reassure the injured party that we have learned from this mistake, we are sorry, and we will never behave in that way again.


  



  (iv) Don’t expect forgiveness and reconciliation. The other person has to choose to forgive us, and it is up to them whether or not they want to continue to have a relationship of any kind with us. We cannot make someone forgive us, forgiveness has to be their response to our original, and subsequent, actions. Sometimes people need time and space to work through their own forgiveness process. And sometimes they are just not able to forgive. All we can do then is respect their feelings.


  How to Forgive


  Forgiveness is a four-stage process:


  



  (1) Uncovering the hurt and the hate


  (2) Reflection and decision


  (3) Action


  (4) Moving forward


  



  Everyone spends different amounts of time in each stage, and we all express ourselves differently while in each of the stages.


  (1) Uncovering the Hurt and Hate 


  During this stage, the Crusader must accept and access the emotional pain he is feeling as a result of the harm that has been done to him. This will include feelings of anger at the injustice, and probably hatred. These emotions need to be brought out into the open, confronted, and released in an appropriate way.


  First of all, it is important to identify exactly what the issue is. Who is the offender? What was the incident that caused the injury? What were the specific circumstances where the injury occurred?


  Like the Warrior, the injured Crusader must deal with his anger. He will need to explore the ways that he has been avoiding dealing with it, and what impact this has had on both himself and the people around him. 


  In addition, feelings of shame may need to be admitted and released, particularly if the wounded Crusader feels that he might have ‘colluded’ in the harm done to him – encouraged it, deserved it, or not adequately defended himself from it. Or he may feel guilty at having become ‘obsessed’ by the injury or by the offender.


  The Crusader will also need to become aware of his defensive behaviours – the false self – he has put in place to defend him from the hurt. This may include comparing himself to the offender, and perhaps finding that he has subconsciously grown to be like them, or desired to be like them. A victim will often want to be more like the offender, in order to feel less of a victim. This is why a Crusader-hero will need to explore his similarity to his shadow-self.


  (2) Reflection and Decision


  The Crusader will come to realise that focusing on the hurt and his feelings towards the offender are causing him more emotional harm than good, and then decide whether it is worth allowing these feelings to continue to affect his health and happiness. He also needs to realise that resentment keeps him stuck in the past. He will need to recognise that his present distress is not coming directly from what happened but from his thoughts about what happened. And his thoughts are within his control. He will need to decide that the behaviours he has been using so far have not worked. He will see that it is he who must change in order to overcome the pain. And what must change is his attitude towards the injury, and his behaviour in response to the pain. The Crusader eventually becomes willing to consider forgiving the offender, and from that comes a decision: a commitment to forgive.


  (3) Action


  Having decided to forgive, the Crusader must now take action in that direction. He must rethink his opinion and image of the offender, trying to view the offender in a different context. He must try to see things from the offender’s point of view, perhaps gaining an understanding of their present circumstances or life story, their personal struggles or injuries or trauma, and to feel empathy. Empathic understanding includes asking: Have I ever behaved in this way and injured another person. The Crusader must begin to see the offender as a person, rather than as the source of a problem; to realise that people are more than just their words and actions; and to know that, most of the time, people are doing the best that they can. And then the individual can try and develop a feeling of compassion towards the offender.


  The Crusader may need to ‘practice’ forgiveness in smaller ways with other people before being able to tackle forgiving related to a major life issue.


  Another action that the Crusader must take is to accept the pain that was caused by the injury. That is not to say that he must feel that he deserved the pain, he did not. But he must accept the suffering as his own, even though it was unjustly received, and he must choose not to pass this pain on to others, through direct or indirect behaviour. This includes ceasing to feel a need to harm the offender in revenge for the injury they originally caused.


  This stage may or may not include a reconciliation with the offender. Even if the Crusader feels able to offer the hand of friendship, the offender may not be sufficiently able to accept it.


  (4) Moving Forward – Release from the Emotional Prison


  The Crusader will begin to feel the benefits of forgiving, as the burden of resentment is lifted from them. They will also begin to find meaning for themselves and others of suffering. And they will understand the need for forgiveness, both in terms of forgiving others, being forgiven, and forgiving themselves.


  Self-Forgiveness and Self-Reconciliation


  We are often our own harshest critics, subjecting our own actions to much greater scrutiny than those of others. We are not quick to forgive our own errors, and we allow past mistakes to undermine our feelings of self-worth. But the way we judge ourselves does impact on the way we treat others: if we are extremely self-critical, then we also tend to be critical of others, applying our own impossible standards to them. To have compassion for others, we have to have compassion for ourselves.


  The Crusader needs to remember that he is human, and human beings make mistakes. A mistake is not a major issue, but how he responds to the mistake can be. He must remember that the mistake occurred in the past, and he is not currently making it. He cannot change the past, all he can do is choose what he will learn from it, and how he will act as a result of what he has learned.


  Feeling guilty – blaming and punishing ourselves – and taking responsibility are not the same thing. Taking responsibility means accepting responsibility for our actions and their consequences, and changing our behaviour when we learn that it has negative effects. Accepting responsibility allows us to redeem ourselves. Rather than enabling us to learn from our mistakes and change in positive ways, guilt is self-defeating: it undermines us, making us punish ourselves and leaving us unable to make constructive changes. Guilt prevents us from taking full responsibility for our actions. Just ‘feeling bad’ about something we have done doesn’t allow us to learn anything meaningful from the experience. Only by asking what a painful experience has taught us can we move on. 


  The process for forgiving ourselves is the same as that outlined above for forgiving others. One additional observation when it comes to self-blame: we sometimes blame ourselves for things that we have absolutely no control over. This is particularly true of things that were done to us, or things we did – or did not do – as children. These require acceptance and understanding, rather than forgiveness.


  15 | Improvising a Character from Scratch


  This chapter assumes that you really are beginning with nothing – a void, a blank sheet of paper or empty computer screen. If you already have an idea, however vague, of who your character is you can skip ahead to Chapter 17 and start working on your character profile. But if you’ve got nothing, this chapter presents a few ideas to get the character creation process started.


  Here are some things that you can try as triggers for your imagination. If you’re an actor, these may be familiar to you from improvisational exercises:


  



  (i) an attitude


  (ii) an emotion


  (iii) a physical trait


  (iv) an animal


  (v) an expression


  (vi) an object


  (vii) an abstract concept


  



  You might need to try all of these – or you may have to try the same one several times – before you find something that sparks your imagination and gives you something you want to work with.


  Attitude


  An attitude is a way of thinking or feeling or, in psychology, an ‘individual’s predisposed state of mind’ according to Wikipedia. In story creation we sometimes refer to this predisposed state of mind as a dominant attitude, because it refers to the character’s thinking about all aspects of life rather than being his way of thinking about a particular issue or aspect of life. A character can also have a short-term attitude towards a particular person or thing within an individual scene. For the sake of this exercise, it doesn’t matter whether the attitude you choose is a dominant one or a scene-specific one. We will return to the idea of dominant attitude later.


  Attitudes are typically adjectives as they are used to describe a noun – for example if a character is a waitress (noun) her attitude may be surly (adjective). You would portray her surliness by giving her such actions (verbs) as ‘to sneer’ or ‘to scowl’ or ‘to roll her eyes.’ Below I’ve listed a few attitudes that you could try out for your character.


  



  afraid


  agitated


  angry


  apprehensive


  approving


  aroused


  ashamed


  awestruck


  awkward


  bashful


  clumsy


  condescending


  confidant


  cruel


  derisory


  dignified


  disapproving


  dismissive


  domineering


  embarrassed


  envious


  flirtatious


  frustrated


  graceful


  guilty


  heartless


  humble


  idle


  lazy


  lovestruck


  nervous


  patronising


  respectful


  shifty


  shy


  stressed


  submissive


  suspicious


  untrustworthy


  



  Think of a situation where a particular attitude is typical and appropriate – then think about the same situation with a completely different, and perhaps inappropriate, attitude.


  You can use attitude to explore the character you are creating. You can also use it to think about the way other characters respond towards your character. A friend will often mirror the character’s attitude, adopting similar poses and behaviours, while someone in conflict with the character will try and assume a more dominant or controlling attitude.


  An attitude often embodies a particular emotional response – anger, envy, love, or whatever. Or it may be adopted to hide an emotion that the character is feeling. Bravado may be portrayed in order to hide fear, for example.


  Having discovered an attitude that intrigues you or seems appropriate for a character you want to create, you can begin to explore why the character has adopted or fallen into this particular state of mind.


  Emotion


  In The Ethics, Spinoza said that there are forty-eight emotions, and his list is a good one for our purposes – I’ve included it, along with modern definitions, in Appendix 2.


  You might feel that some of the things listed there aren’t ‘proper’ emotions – if so, feel free to ignore them. In a later chapter I will explore the most significant human emotions in more detail.


  An alternative to Spinoza’s list is Robert Plutchik’s ‘Wheel of Emotions’ which is an interesting model for writers and actors because it also deals with combinations of emotions and varying degrees of an emotion. The article ‘Contrasting and Categorization of Emotions’ on Wikipedia gives a good introduction to, and diagram of, Plutchik’s model.


  Whichever list you use, pick an emotion and imagine a character gripped by it. What might have caused them to experience this emotion? What situation or what character may have been the cause of it? What decision does the character now face? What action might they take as a result?


  Alternatively, imagine a character experiencing this emotion but being determined not to show it. Why might they feel the need to conceal their feelings from the people around them? What might have led them to feel this need?


  Some emotions can be regarded as positive and welcome and others are regarded as negative. Each of the six character personality archetypes has one or more positive emotions associated with it as well as negative ones.


  Positive Emotions of the Six Archetypes


  The Carer – love/affection


  The Warrior – confidence/assertiveness


  The Thinker – hope/wonder


  The Adventurer – ambition/honour


  The Artist – wonder/pride


  The Crusader – honour/forgiveness


  Negative Emotions of the Six Archetypes


  The Carer – shame


  The Warrior – anger/aggression


  The Thinker – fear/cowardice


  The Adventurer – cynicism


  The Artist – envy


  The Crusader – indignation/contempt 


  Physical Traits


  Assuming the posture of a character is a great way for an actor to get a feel for a character. Standing straight and tall, shoulders back and chest out, with chin slightly raised immediately denotes a sense of confidence, perhaps even arrogance, and is the typical stance of a person who has a high status. The phrase ‘looking down his nose’ at someone presumed to be of lesser status comes from this very pose. Shoulders forward, spine slightly hunched, and looking down at the ground to avoid eye contact suggests a completely different attitude and a different character. Subtle variations on these two postures can be seen in real life and can reveal the comparative status of two people – dominant or subservient; master or servant.


  A walk can also reveal much about a character. My thesaurus gives dozens of verbs as synonyms for ‘walk’ including march, stride, amble, toddle, mince, stalk, potter, weave, gallop, and dart. What sort of character moves with a shuffle? ‘Lope’ suggests a tall, loose-limbed character. Who ducks and weaves? Perhaps a stocky person who imagines themselves a boxer. Sauntering suggests a laid-back and perhaps belligerent attitude. Who tacks across a room like a sailing ship? Or steams through like a cruiser? Or moves with a rolling gait? Who moves with a hop, skip, wiggle or swaying hips? Who crawls or slithers?


  Those last two suggest another improvisation exercise that you can try – adopting the characteristics of an animal. 


  Animals


  No need to get down on all fours and make farmyard noises – just imagine yourself carrying out normal human actions but in the style of a particular animal. This exercise is also sometimes referred to as using ‘totems.’ A chicken is an obvious starting place – think of those jerky head movements and tilting the head on one side as it stares at something with one eye. Chickens seem agitated and nervous – always on the alert for an attacking fox. Peck, peck, then a quick look over the shoulder to make sure all is well. Imagine a nervous police informer as a real stool pigeon. 


  Pick an animal and imagine how the human version of it would eat if they were ravenously hungry or drink if they had an extreme thirst. How would they move? Where would their eyes be? Would they be listening for signs of challenge or attack? Would they be prepared to share? To steal food from another animal? Imagine them moving under normal circumstances, perhaps grooming, and then think how they would respond if threatened or attacked; if they were hunting; being hunted or stalked; when playing, or making love. Then pick another animal that is a complete contrast for the first one.


  Having a visual image of an animal and a sense of how it moves and reacts can help you create characters who contrast with one another and also give you a shorthand way of presenting them. You probably wouldn’t tell your reader that your scene contains a grizzly bear and swan, but having them move and act and even speak in a way consistent with the animal will help you establish the contrast and keep each ‘in character’ whenever they appear in a scene.


  Try and avoid clichéd animal similes and metaphors – a bear with a sore head has been over-used. But that doesn’t mean you can’t create bear-like men. Or women. The lion as King of the Beasts is also another cliché, so try and use leonine characteristics in a more original way. 


  Cartoons and comic books have always used anthropomorphised animals – have a look at the 1967 Disney film of The Jungle Book and see how each of the animal characters was portrayed. Or the animals in Winnie-the-Pooh. Not forgetting the classic Warner Bros. cartoons or Tom and Jerry.


  You might also try this exercise with different breeds of dog – have a bit of fun with the idea of pets looking like their owners if you like.


  It is probably easier to imagine ourselves moving in the manner of a creature whose skeleton and muscle structure is similar to our own. Monkeys and apes are a natural match. Dogs and cats and even horses aren’t too dissimilar. Birds are mostly okay, except for when their knees bend the opposite way to ours – ouch! – though technically that joint is probably the equivalent of our ankle. Lizards probably take us out of our comfort zone – though their being green and cold-blooded and possible predators (according to our primitive brains) may have something to do with it. When we really lose contact is with creatures that have their skeletons on the outside, like crabs, and have bodies and limbs unlike ours – spiders, anyone? 


  As an exercise, try and think up an animal that would be an appropriate representation of each of the six archetypes – here’s what I came up with:


  



  Thinker – an owl is too obvious, how about a hermit crab or a tortoise?


  Carer – mother-hen is a cliché, so how about a lioness with her cubs?


  Warrior – any of the big cats come immediately to mind but digging deeper we might find a silverback gorilla


  Adventurer – What animals are thrill-seekers? Chimpanzees or baboons, perhaps? Or young cubs rolling around and play-fighting?


  Crusader – This one is trickier – which animal is prepared to sacrifice itself to protect others? Or to stand up for a principle? These are very human characteristics. A social animal such as an elephant is a possibility. And dolphins have been known to attack sharks to defend human swimmers. There is also evidence of altruistic behaviour in rats – but I’d probably stick with a dolphin.


  Artist – Many animals are known for their artistic displays – mute swans and peacocks for example. Some birds demonstrate their nest-building skills in order to attract a mate. Many animals have attractive singing voices – at least to others of their own species. And others create lovely perfumes... The idea of discovering and expressing your true self is embodied in the Ugly Duckling story and the lifecycle of the caterpillar-chrysalis-butterfly.


  Expressions


  The human face is the most expressive part of the body and is made up of 43 muscles. Whereas a computer-generated face or a store window mannikin has a neutral expression when ‘at rest,’ many of us walk around with an expression that hints at our dominant attitude. Clichéd examples are the perpetual frown and perpetual scowl. Other characters have a ‘hint of a smile’ always playing about their lips.


  Have a look online for the ‘25 Expressions Challenge’ – you’ll find loads of examples on DeviantArt and Pinterest. It is a challenge for artists to draw the same character demonstrating the twenty-five expression in a list or for an actor to photograph themselves ‘emoting.’ There are a few versions of the list, but here’s one example:


  



  angry


  bereft/sorry


  confident


  confused


  confused


  despondent/pouty


  disgusted


  drunk


  fear


  fierce


  flirty/horny


  happy


  hollow/blank


  ill/nauseous


  in love


  irritated


  pleased


  rage/fury


  sad/upset


  sarcasm


  serious/thinking


  shocked/surprised


  silly/dizzy/cheeky


  tired


  triumph/pride


  



  Pick an example and try it out. Who is experiencing this emotion? What has caused it? Is this their typical go-to emotion, reflecting their outlook on life? Who would have such an outlook? Or is this a response to a particular incident? If so, how does the expression differ from the character’s usual one – and what would it take to get them back to normal?


  Objects


  There are three ways we can use objects to discover characters. We can imagine ourselves to be an object. We can look at an object belonging to a character and, like Sherlock Holmes, see what it reveals about the person who owns it. Or we can imagine how a character might use or respond to an object.


  Being an object works in a similar way to being an animal. You don’t have to stand in the middle of the room twisting your body and raising your arms to ‘be a tree’ like we used to have to do in ‘music and movement’ classes in primary school. I’m pretty sure the teacher just wanted us to stop moving and not make any noise for a while. Instead, we’re talking about being a person with the characteristics of the object. What kind of object? Disney-Pixar have done it with Cars and Planes. Automobiles are a good choice because you can contrast a classic Rolls Royce or Packard with a rusty old jalopy. Or a sleek red sportscar with a hi-tech electric hatchback. Garden tools are another possibility – though I’d avoid the obvious homonym if you select ‘hoe.’ Or not. Sports equipment might work if that’s your thing. Weapons. Gadgets old and new. DIY tools. Vegetables – other than eggplant. Fruits. Other foodstuffs. Again we’re thinking anthropomorphically – What human characteristics do the objects suggest? What attitude might we associate with them?


  Objects that we own and use can reveal things about us. How we care for our possessions is an indication of our personality. A workbench or tool-shed where every item is spotlessly clean and carefully stored in its proper slot belongs to a certain kind of person. If you open a closet door and everything falls out in a jumbled heap and you’re in the home of a very different character. Someone who writes letters on this year’s MacBook Pro is a different person to the one who uses a 1942 Smith-Corona typewriter. The cars (or bicycles, motorcycles or skateboards) we choose and how we look after them can reveal things about us. Think of people you know and look at the objects they own. Which items seem to be typical of them as a person? Think of items that belonged to your grandmother or grandfather – which most evoke memories of them? What objects do you most associate with your father or your family doctor or your favourite teacher?


  Obviously a room or a workspace is something that can reveal a great deal about the person who occupies it, but I have written about that under the setting/location heading in this book in discussing the social dimension of character and in Plot Basics. In terms of improvisation, the rule should be – Ordinary people in extraordinary places. Extraordinary people in ordinary places. That applies pretty much for stories in general. Ask yourself who should be in a place like this? Who belongs here? And then ask, What if they aren’t here? Also think about who could be in this place. And finally think about who doesn’t belong in this place. Who shouldn’t be here? And then ask, What if they are? In many stories the equilibrium is upset by the unexpected arrival of a larger-than-life character. 


  Some items evoke a particular era. Some may have a particular status associated with them. Use of certain objects might be regarded as an affectation. Some objects are out of fashion. Others come back into fashion. When it comes to clothing, a hat can be a characteristic object. And I’ve always thought that footwear tells you much more about a person than almost anything else. Take the phrase ‘walk a mile in someone else’s shoes’ semi-literally. The old guy who wears carpet slippers to the supermarket may seem odd – but they’re probably the only things that don’t hurt his feet. The heels on those shoes may look ridiculously (or vertiginously) high, but those few extra inches of height may be hugely significant to the woman who is tired of being looked down upon.


  Objects can also be symbolic – either in a general sense or to an individual character. Try and list half-a-dozen objects that symbolise death, injury, fear, or love. Pick another emotion from Spinoza’s list and think of objects that symbolise that. These objects tend to mean the same thing to most people. Now try and think of a object that represents freedom to a man serving a life sentence in prison. Or an object that means togetherness for an octogenarian who just lost her husband of sixty years. Or an object that signifies independence to a child who has a seven o’clock curfew. Go into a charity shop or an antique store or a garage sale and select an object – something that you wouldn’t buy for yourself – and try and imagine the character who would own it. Or pick an object and think of a character that who would absolutely hate it – and then think why they might keep the object close to them.


  Character can also be revealed in how we handle objects. Arthritic hands struggle to open a pickle jar. Young hands initially struggle to tie shoelaces. Some people are afraid to spill things on the floor while others are wilfully sloppy. Could you pick up a spider and set it free in the back yard? Do you have to use the proper tool for the job or are you happy to open a paint tin with a wood-chisel? Do you have to fix a dripping tap or a scratch in the table-top as soon as you see it, or can you happily ignore it for months? Imagine a character carrying a beer jug that has been filled to the brim – how do they carry it? Did they fill it themselves? Did someone deliberately fill it like that in order to make them struggle with it? Are they buying drinks for everyone? 


  Imagine the character cutting the biggest, messiest gateau you’ve ever seen – how do they approach the task of taking the first slice? What happens when the cream falls onto the white tablecloth? What do they say when a child drops their cake onto the carpet? Do they object if someone takes the largest slice or the last slice? How do they react when someone speaks with their mouth full or opens their mouth to show the part-chewed cake?


  Or image the character handling something that is dangerous or volatile. How someone handles a handgun – loaded or unloaded – reveals something about them as a person. There is a difference between the sort of caution demonstrated by someone with experience and the nervousness of someone who was once held-up at gunpoint or whose childhood friend was injured or killed in a gun-related accident. With those images in mind, now imagine a person handling a seemingly innocuous everyday object with the same nervousness as you might handle half-a-dozen sticks of sweating dynamite. What might account for their nervousness? Is she a woman with an abusive spouse? Or is the object incredibly valuable – either in monetary or sentimental terms?


  Abstract Concepts


  As well as animals and objects, you can also try acting out more abstract concepts. Light versus heavy is one that is sometimes used in improvisation. Don’t just think about the character’s physical weight – add an emotional burden or a ‘weighty’ idea. Or think of the lightness of a bird’s bones that allow it the freedom of flight. Be a balloon or a bowling ball. Or a balloon that suddenly discovers it has become a bowling ball. Or vice versa. Fast versus slow is another option – as well as speed of movement, think quick-witted versus slow-witted; experiences you want to be over quickly and those you wish could last forever. We often think of slow being associated with graceful – but think also of the movements of a butterfly’s wings, a bumblebee in flight, or a hummingbird.


  If at First You Don’t Succeed – Cheat!



  With any luck, one of the improvisation exercises above has given you the germ of an idea for a character that you want to explore further. But what do you do if they haven’t and you’ve still got nothing? Maybe this creativity lark just isn’t for you – have you thought about becoming an accountant? I’m kidding. Improv like this isn’t for everyone – it makes some of us feel self-conscious and that cramps creativity rather than freeing it. If you’re still stuck with the void or the blank page – try theft. No, really. Pick an existing fictional character. Or an actor, celebrity or historical figure. Combine a couple of them if you can. Thousands of actors have played Hamlet over the years and each brought him to life in their own way. Don’t think of it as theft. Just take the basics of the character and do your own thing with it.


  If you don’t want to use an actual character, have a look online and try and find an image or two to use as inspiration for a character. There is a massive amount of character concept art – for games and movies and other projects – online, some for famous games and some from newer artists practising their craft. Look on Pinterest for ‘detective’ or ‘femme fatale’ or ‘cool dude’ or whatever and see what images come up. For fantasy and science fiction, browse the images posted on DeviantArt – there is some incredible work there.


  Where to Next?


  Having improvised (or stolen!) your character, you can begin building up his or her three dimensions – which we’ll cover in the next chapter. Or you might want to spend a little time evaluating your character to see which of the six archetypes they most closely resemble before to build them up any further – that is covered in Chapter 18.


  Or perhaps you want to spend a bit of time improvising a scene with your character so that you can get to know them a little better. Put them together with a contrasting character and let them start interacting. You need to come up with something to have your character react to. Have your character trying to get something – an object, an answer, an apology – from the other character. Or have that character try to get the ‘something’ from your character. As you make up the scene, think about whether your character is trying to manipulate the other character or vice versa. Which of them has a secret? Who is saying the text and acting the subtext? If the other character turns out to be more interesting to you than your original choice, that’s fine – switch bodies into the new character. Your story, your rules.


  In making up a scene, even for an exercise like this that is for personal use only, think of the two things that an audience is looking for. First, they will respond emotionally to a shared experience – something they recognise from their own lives. Usually this means including an element of vulnerability in your character so that the reader or viewer says ‘I have felt like that.’ And secondly, they like the unexpected – something that seems spontaneous and surprising. Try to include both. Lead them into thinking that they know where the scene is going – and then pull the rug out from under them. Surprise also gives your character something new to react to, providing another opportunity for them to reveal something about him or herself.


  The scene you improvise doesn’t need to be complete – start in the middle of things and just see where it goes. Don’t pre-plan. Don’t worry about introductions or warm-ups – just hit the stage running. Begin in the middle of a line of dialogue or with a response to something that you assume has gone before. Start with the action already underway. Try and be specific in the details you use. Give your character – and the opposing character – a clear want. Something where the audience could imagine what success would look like. And when the scene stops being fun, give up on it. Remember that this is just an exercise for your own benefit – no one will ever see it. Let go of your inhibitions and have fun with it.


  If you find that the scene you’ve improvised is stale and flat and every line of dialogue or action seems clichéd, don’t toss it out. Sometimes you have to get this version out of your head to make room for a better one. Give yourself permission to do bad work. Then look back at what you’ve created and see where a tweak here or there could dramatically alter the scene. Sometimes the problem is that the two characters in a scene are too similar – make one of them the polar opposite of the other in some way. Gender, age, physical size, temperament. Think about the animals exercise above. Or they may sound alike – I have this problem all the time when I’m writing: my characters all end up sounding like me. Give them different voices. Give one of them a terrible fake accent if it helps liven things up. Often the problem is that the two characters don’t have a strong enough want – try giving them an obsession. Make sure that each have the characters has something that they really, really want to achieve in the scene. They may both be trying to obtain the same object. Or they may be trying to trade – I will give you this in exchange for that. Or each might be trying to achieve something and be completely oblivious to what the other person wants – obsession can be like that. Or think of sitcoms where characters are at cross-purposes – they think they are talking about the same thing, but they aren’t. Huge arguments grow out of a misunderstanding – especially if I think you’re trying to get me to do something I really don’t want to do.


  If you want to explore improvisation techniques further, there are a lot of great books out there. In putting together this chapter I read The Improv Book: Improvisation for Theatre, Comedy, Education and Life by Alison Goldie, which I can recommend. There are also dozens of improvisation exercises on the improvencyclopedia.org website. For writers, almost any of them would probably provide material for a short story or flash fiction. 


  That’s enough about improvisation – I don’t want you to think that I’m making all this up as I go along.


  16 | Creating a Three-Dimensional Character


  Flat Characters versus Round Characters


  In Aspects of the Novel (1927), E. M. Forster said that characters could be either flat or round. In their purest form, he said, flat characters “...are constructed round a single idea or quality: when there is more than one factor in them, we get the beginning of the curve towards the round. The really flat character can be expressed in one sentence...”


  We are usually led to believe that flat characters – or ‘cardboard’ characters – are a sign of poor writing and that fully-rounded characters belong in good writing. We probably have Forster to blame for that – he said that a flat character was a lesser achievement than a rounded one and that flat characters were okay for comedy but made for boring serious fiction. In selecting his examples, Forster said that Jane Austen’s characters were round – ‘or capable of rotundity’ – and that nearly all of Charles Dickens’ characters were flat.


  Jane Austen created better characters than Charles Dickens. That was Forster’s view. But didn’t Dickens create some of the most memorable characters in English fiction? Wouldn’t most of us kill to be able to create a character as ‘bad’ as a Dickens character? Forster admitted that Dickens’ characters possessed a ‘wonderful feeling of human depth,’ but that this was a result of the author’s own vitality, it was a “... conjuring trick; at any moment we may look at Mr. Pickwick edgeways and find him no thicker than a gramophone record. But we never get the sideway view.”


  The Advantages of Cardboard Characters


  E. M. Forster said that there were two advantages in using flat characters. First, they are easily recognised when they appear – the reader recognises them and they don’t need reintroducing each time they appear. And secondly, they are ‘easily remembered by the reader afterwards.’ Because these characters do not change, they create a single impression in the reader’s mind that remains even after other details of the story may have been forgotten.


  I think there is some truth in what Forster says here and I can understand why he was critical of the surface flashiness of Dickens’ characters. But I think it ought to be possible to created fully rounded characters – or at least ones ‘capable of rotundity’ – and also make them easily recognisable and easily remembered. I will cover this using the idea of dominant impression later in this chapter. But first we need to try and nail down the difference between a flat character and a round one.


  The Difference Between a Flat Character and a Round One


  According to the Encyclopædia Britannica, “Flat characters are two-dimensional in that they are relatively uncomplicated and do not change throughout the course of a work. By contrast, round characters are complex and undergo development, sometimes sufficiently to surprise the reader.” This definition comes, in part, from E. M. Forster who said that the ‘test of a round character is whether it is capable of surprising in a convincing way.’ If a character never surprises us, it is flat. If it tries to surprise us but is unconvincing, it is ‘flat pretending to be round.’


  I have already introduced character development in the form of the character development arc. Forster’s requirement of surprise I will explore in terms of modification of a character’s dominant impression later.


  We tend to use terms like ‘fully-rounded’ or ‘three-dimensional’ or ‘realistic’ or ‘complex.’ But flat versus round does the job and is a nicely visual metaphor. Flat characters are cardboard cut-outs – there’s little going on behind the surface that is visible to us. Round characters have depths that are hidden to us but which may be revealed at some future point.


  I think it is a shame that the idea of a flat character is almost by definition a critical term. Many characters in stories – in fact, the vast majority, are flat. Secondary or supporting characters probably should be flat because we want them to perform their function and not draw attention away from the primary characters. And even some of our main characters are flat – the villain or opponent typically fails because he is unable to change: he lacks the adaptability and ingenuity demonstrated by the hero. And some heroes are ‘standfast’ characters – they are agents of change, causing changes in the lives of others, but do not develop themselves. The gunslinger in Shane is an obvious example. Flat does not necessarily mean bad.


  But obviously we need to be able to create rounded characters and in this chapter we’ll explore how to do that. For the purposes of introducing the material here, I’m going to assume that we’re talking about the creation of a protagonist. Later in the chapter I will briefly cover applying these same techniques to the creation of the antagonist, the co-protagonist, and other characters in the cast. Most characters in a story are defined, at least in part, by their relationship to the protagonist so it makes sense to develop and understanding of that character first.


  Before we move on to define and create the three dimensions of a character, I want to introduce the two variations of character creation technique used by many actors.


  Outside In versus Inside Out


  The outside in approach to character begins by concentrating on the externals – appearance and costume. An actor puts on make-up, a costume, a hat, or even a mask in order to start getting a feel for their character. If you ever watch the actor interviews in DVD extras, you’ll often hear an actor say that putting on their costume helped them become their character. Props, objects and places can also be used in this sort of discovery. From the ‘look’ of the character the actor then begins to draw out some of the deeper internal psychology of the character. Whose face is this? Who would wear this? More on this later. Lawrence Olivier is often given as an example of an actor who liked to work in this way.


  Writers don’t assume the costume of a character – though I’m not saying here that you can’t – but we can use images of external aspects of character in the creation process. I will often use photographs of two or three actors to help me ‘see’ my character in the early stages of creating a new story. I may also collect images of their costume, their car, their weapons, their home or living space – anything that helps me get a feel for them. Some writers use Pinterest and create a new board for each character and add images of hairstyles, clothing, shoes, favourite foods, and pictures of things that symbolise the character’s hopes, dreams, and fantasies. You can also look at YouTube or Vimeo for moving images of people and things – incidents, pranks, fashion and make-up, anything that might help.


  Don’t just limit yourself to pictures – you can use sound as well. The sound of a particular actor or other public person’s voice. Sound effects for their car, gun, or environment. A playlist of songs that reflect their different moods or stages of their development.


  These things are also great if you want to procrastinate for a few hours. Apparently.


  The inside out approach begins with the actor looking inwards to their own memories and emotional experiences to find incidents and feelings that can be used as the raw material for creating their character. These internal aspects are then explored in terms of motivation and attitude and the actor seeks ways to externalise them in physical ways through their body, costume, and action. This whole book is about the psychology of character and creating a character personality so my emphasis almost throughout is on the inside out approach.


  What are the Three Dimensions of Character?


  Hint: they’re not height, width and depth. Lajos Egri in his book The Art of Dramatic Writing, originally published in 1942 as How to Write a Play, introduced the idea of story people having three dimensions: physiology, sociology, and psychology or the physical, the social, and the psychological.


  



  Physiology: The appearance of the character: age, gender, physical abilities and disabilities, and such physiological characteristics as height, weight, skin colour, hair and eye colour, racial type. All of the visible aspects of character. “Our physical make-up certainly colours our outlook on life,” Egri said. “It influences us endlessly, helping to make us tolerant, defiant, humble, or arrogant. It affects our mental development, serves as a basis for inferiority and superiority complexes. It is the most obvious of man’s first set of dimensions.” 


  A short person sees the world in a different way to a tall one; a thin person’s viewpoint is different to a fat person’s; those who suffer a physical disability or illness view things differently to someone who is physically fit. Whether we are good-looking, average-looking, or ‘ugly’ can affect our viewpoint and attitude. As we will see in a later chapter, physical aspects of a character – especially those that a character can choose such as hair style and clothing – can be used to characterise someone, that is, to reveal inner characteristics.


  



  Sociology: The background of a character: social class, upbringing, childhood circumstances, education, employment, family relationships, friendships – anything that has happened to the character prior to his appearance in the story and which defines his place in society. Sociology is, to some extent, influenced by physiology – we tend to belong to social groups of people who are like us. Jocks, cheerleaders and nerds.


  



  Psychology: The personality of the character: point of view, general attitude, intelligence, emotional make-up, phobias and manias, complexes, fears, inhibitions, patterns of guilt, aptitudes, habits, fantasies, longings, reasoning abilities – all of the internal aspects of the character. Egri wrote that “The third dimension, psychology, is the product of the other two. Their combined influence gives life to ambition, frustration, temperament, attitudes, complexes. Psychology, then, rounds out the three dimensions.”


  Human behaviour – everything we do, why we do it, how we think and how we feel – is strongly influenced by these three dimensions of our character. In this book we are concerned mainly with the psychology of characters, their personality types.


  Interplay of the Three Dimensions in Character Creation


  For both writers and actors there is a danger of over-emphasising the physical aspects of a character at the expense of the other two dimensions. The decisions a character makes and the actions they take as a result are much more important in revealing character than are hair colour or height. Humphrey Bogart doesn’t resemble the physical description Dashiell Hammett gave for Sam Spade – a ‘blond Satan’ – but he could portray the truth of the character. Similarly with the film portrayals of James Bond and Jack Reacher. And the actors cast in a movie don’t often match the physical descriptions in the screenplay. Your screenplay hero is always going to be mid-thirties even if you know that the lead actor is mid-fifties or older!


  Generally speaking, a physical characteristic is important only as either (a) an external indicator of an interior trait, or (b) as a factor that has influenced the psychology of a character. A person’s age is an obvious example. In physical terms, teenagers may feel invincible and take risks while an older person has to think about the issues of arthritis and the risk of a broken hip before undertaking some activities – and there are probably some tasks they can no longer perform. Age influences attitudes as well – a pre-teen, a teenager, and a twenty-something will each have a different attitude towards members of the opposite sex (or the same sex). Cynicism is rarely found in the young – except as a deliberate contrast to create humour. Pre-teens may be impatient because they want to grow up fast and do the things grown-ups are allowed to do – while seniors may be impatient because they’re worried they haven’t got long left. A mid-life crisis can have a dramatic effect on someone’s life – and similar crises can happen at other times of life, perhaps coinciding with a ‘landmark’ birthday such as a 30th, 40th, 50th, 60th or whatever. Where the young can be Mercurial, older people are more set in their ways.


  Although I treat the creation of the three dimensions of character individually in this book, it is important to remember that they do not exist in isolation – each influences the others.


  In the next chapter we will look at creating the three dimensions of a character to build up their profile, but before we get on to that I want to cover the idea of dominant impression and relate it back to the idea of flat versus round characters.


  First Impressions and Dominant Impressions


  First impressions of people are usually based on three external characteristics: gender, age, and dominant impression. Male, middle-aged, overweight. Female, almost sixty, still sexy. This is a quick and easy way of establishing the outward appearance of a character – especially if they are seen from the viewpoint of another character.


   


  Dominant impression is the impact a character makes on the people he meets. It is a tag or label that we attach to someone and is usually a single adjective that describes their manner: braggart, weasel, pompous, flirty, nerdy.


  These adjectives are useful to us as writers and performers because they point towards predictable behaviour. We know – in general terms – how a character will respond in any scene and this enables us to keep them ‘in character’ at all times. Obviously, referring back to E. M. Forster, if our character remains true to this dominant impression he is a flat character because he has no hidden dimension. Round characters require something in addition to this one adjective to give them the potential to surprise us – see Modification below.


  A single adjective also has the advantage of helping the reader establish and keep an impression of the character in their head. It gives them a shorthand way of understanding this character and matching them up with what they already know of people of this type.


  As well as age and gender, we tend to categorise people according to their occupation. Soldier, doctor, teacher, policeman, banker, spy, lawyer, or whatever. And an occupation brings with it certain assumptions about socio-economic position, education level, experience, beliefs, attitudes, and relationships. 


  You can create a first impression for a character with a noun for their occupation and an adjective for their manner – a surly waitress, a condescending maître d’, a cynical private eye and so on. Yes, this can result in a stereotype but it can also lead to genius. Lawrence Kasdan’s screenplay for Body Heat describes the character Teddy Laurson as a rock ‘n’ roll arsonist. 


  Modification


  If every character is true to its dominant impression, your story people risk being flat and predictable. While this may be acceptable for minor characters and walk-on parts – where you want them to be functional but bland so they don’t draw attention away from the main characters – you will probably want to give your leading roles a bit more dimension. You can do this by modification of the dominant impression – that is, giving the character an unexpected but logical twist. Often this is a contradictory and perhaps even a negative characteristic.


  This modification may be an aspect that the character doesn’t reveal all of the time – a violent temper, perhaps, or a hint of vanity or greed. Or it could be a secret such as a drink or substance abuse problem or an unexpected hobby. Ideally, this new aspect of their character will be something relevant to the story – providing a skill they can use later or something that will provide an additional complication or obstacle. The reader will be curious to know how this secret will impact on the character in the story. 


  This modification should be surprising – something that doesn’t fit the expected stereotype – but it should also be in keeping with the character as a whole. The more unusual it is, the more you may need to foreshadow it or plant clues to it before it is revealed. 


  The modification provides the groundwork for the character to legitimately surprise the reader at a later point in the story. The dominant impression tells us how the character typically responds to situations in life but the modification gives us a hint of an alternative response that the character might occasionally make.


  Sometimes the modification you create for a character can appear to be the extreme opposite of their dominant impression to the point of creating a paradox. How can the same character be this and that when they seem to be contradictory traits? This begins to make sense if you think back to the idea of the public persona – who the character appears to be or feels he ought to be – versus the true self. His first impression and even his dominant impression will be his false self – but occasionally we will see glimpses of his true self. This lays the foundation for the ‘surprise’ later when, at the climax of his character development arc, he ‘changes’ and reveals his true self.


  With the ‘pure’ archetypes of the Warrior, the Carer, and the Thinker we have a single type of response – attack, embrace, withdraw – and they are unlikely to use any other form of response unless they have been influenced by the relationship with a co-protagonist and experienced some degree of character growth. Though you can surprise the reader with different types of ‘attack’ behaviour. The ‘hybrid’ archetypes have two main behaviours to call upon and so they have the potential for surprise built-in.


  While appearance and typical behaviours are external aspects of characters, they are related to internal aspects. We can think about these internal aspects in terms of point of view, dominant attitude, and interests. Point of view is a character’s subjective outlook on a specific topic – his political orientation, for example. Dominant attitude refers to their overall approach towards life – a cynic isn’t just sceptical about one specific thing, his cynicism is reflected in every aspect of his life. These internal aspects of character have developed as a result of a combination of a character’s upbringing and life experiences to date – essentially the social aspects of their character.


  E. M. Forster talked about flat characters being easy to recognise and memorable because they had a single dominant trait that remained constant throughout a story. That quality can be either a visible external trait – their dominant impression – or an internal trait revealed by their dominant attitude. 


  In the next chapter we will look at creating the three dimensions for your character and creating a character profile or ‘bible.’


  17 | The Character Profile


  Some writers – and some actors – create very detailed biographies for their characters. Some ‘interview’ their characters or answer long lists of questions about them. When I’m writing, I tend to jot down only a few details and build up the ‘biography’ or ‘character dossier’ as I write – each time I add something new such as eye colour, height, a new friend or colleague, I add them to the file so that I can quickly refer to them later and avoid giving my character a different eye colour or getting their colleague’s name wrong later in the novel. In movie-making, a person is employed to ensure continuity between scenes – writers have to do it for themselves. Keeping a file of these notes also gives you an opportunity to question whether you have made an ‘in character’ decision for your story person. Would this character wear a threadbare denim jacket or is a corduroy sports jacket with elbow patches more character-appropriate? 


  You might baulk at the idea of creating a lot of details that won’t appear in the finished work. Why bother with it? And there is a danger that spending ages answering endless questions about your character and writing a detailed life history ends up just being a form of procrastination. But I think there is some value in ‘getting to know’ your character before you begin writing about them. And some actors create biographies for characters they are playing as a way of understanding their motivations. I sometimes have to write a standalone scene so that I can get a feel for a character – parts of it may end up in the novel, but mostly these fragments are just warm-up exercises and if I try and squeeze them in somewhere I usually take them out in the edits. If I’m lucky, it may form the basis for a spin-off short story or as a deleted scene in the ‘DVD extras’ on my website.


  The biography is a tool for your own personal use – most of it won’t and shouldn’t appear in the finished work. Linda Seger has said that characters are like icebergs – the 10% that the audience sees is supported by the 90% that they don’t. This ties in with what Forster said about ‘round’ characters having dimensions that we don’t see and also to his idea of setting up a character so that it can surprise us in a convincing way. As writers and performers, we need to know more about our characters than we will show to our audience so that we can legitimately rationalise their behaviour and make it seem ‘in character.’


  The six character personality archetypes give you generic templates for the hidden dimensions of a character and for their backstory. But you need to bring these to life by creating specific imaginary incidents from the character’s past. Think of them as anecdotes that the character might tell people in a bar or at a family gathering. Some of them will be amusing; some may be bitter, and some may be desperately sad. Imagine your character recalling the incident openly and in a way that makes it obvious how they feel about it – and then try having them tell the story in a way that is intended to hide how they really feel about it. We often tell funny stories about situations that we find painful and a perceptive listener – or reader – can read between the lines and gauge how we really feel.


  At some point in your life, you’ve probably had to fill in an application form for a job or draft a resume. The job description probably said that the skills necessary included ‘ability to work unsupervised and prioritise own workload’ and ‘ability to work as a member of a team’ and ‘experience in a customer-facing role and in cash handling.’ What you then have to do is come up with examples from your previous work experience or homelife that demonstrate that you have those skills: ‘I ran a lemonade stand with my dog Snoopy every summer from the age of nine.’ ‘I had to extinguish a fire in the men’s room because my lazy-ass boss had gone off to the donut shop. Again.’ These are the sort of specific details you need to come up with to discover who your character is. BTW, if you are ever applying for a job, that last example is better phrased as ‘I deputised for my boss and handled a situation that posed a risk to our customers and premises.’


  In this chapter, I’ve put together some questions and prompts that should help you think up incidents from your character’s life to date that have helped make them the person they are as the story opens. I’ve grouped them under the headings of the three dimensions of character – physical, social, and psychological – but obviously there is overlap between them.


  To begin with, think about the character at the start of the story before they receive their challenge or ‘call to adventure.’ But as you go along, make a note of any potential changes you think the character may need to undergo during the course of their story arc. Also, write down what sort of experience or confrontation might cause that growth or change to happen.


  It isn’t necessary to answer all of the questions here – if you can see merit in answering a question, then go with it, if not skip on to the next one. It’s probably best to just jot down ideas as they come to you in a freeform, stream of conscious way rather than trying to come up with a structured document or detailed biographical account. Once you have the raw material down you can then structure it in a way that will be most useful to you as you begin to write or perform the character.


  In Appendix 4 I have included a Character Checklist of the kind you can use to keep track of details about each character – there is also a link to download a version of the checklist that you can edit to suit your own needs. You could use this checklist to summarise the material you come up with from this chapter.


  The prompts in this chapter can be used at any stage in the character creation process – and you may want to revisit them at different points. You can use them without reference to the character archetypes – answering the questions first and then seeing how your material fits with the archetype. Or you can work through the questions with a particular archetype in mind, using one of the six templates to prompt appropriate kinds of answers.


  The guidelines below – and the Character Profile form in the appendix – are broken down into the three ‘dimensions’ of character: physical, social, and psychological.


  Physical Dimension


  What age are they? When were they born? In what decade were they a child? A teenager? A twenty-something or a thirty-something? How did the period in which they grew up affect them or influence their life choices?


  



  Gender, ethnicity, height, and weight. Which of these have had an impact on the development of the character’s personality? Which, if any, have a significance in the story?


  



  How would most people describe the character? (e.g. a tall fat bloke, a pale skinny kid)


  



  What is the character’s most striking physical feature – positive and/or negative?


  



  Which physical features are inherited family traits – from the father or mother? Does the character have siblings with these traits?


  



  What is the character’s general health like? Do they suffer from any medical conditions that affect their daily lives? Have they in the past? Has this had an impact on their attitude towards life? Do they have any permanent physical disabilities or weaknesses? Do they have any temporary ones – such as a broken leg (see Hitchcock’s Rear Window)? Has the character ever suffered a serious physical injury? How did it happen and what impact did it have on them? How good is the character’s eyesight? Their hearing?


  



  What are the character’s physical abilities and sporting skills? Are they physically strong? An endurance runner or a sprinter? Or are they weak? Unfit? Were they a jock in school? Do they enjoy participating in sports? Watching sports? Betting on sports? Was their sporting career cut short by injury? How did this affect them? Are their best sporting years behind them? Did they find sports humiliating in school – last kid to be picked for a team sport? Unskilled? No hand-eye co-ordination? Team sports or solo sports? Against an opponent or against himself?


  



  Does the character take medication for an ongoing condition – e.g. asthma, high blood pressure, diabetes? Do they take recreational drugs? Do they drink alcohol, smoke marijuana? To what extent? Do they have a caffeine addiction?


  



  What is the character’s greatest physical asset? How would they react if it was taken from them or weakened or in some other way damaged?


  



  What is the character’s greatest physical weakness or liability? How might this affect their ability to perform certain tasks? How might an opponent use it against them?


  



  Making these sorts of details up from nothing can seem difficult in the abstract, so it may be easier to begin with a particular person or type of person or an existing character or actor who is similar to the character you have in mind and start answering these questions for that person/character.


  Social Dimension


  Upbringing – where did your character grow up and in what kind of family home? What area? What neighbourhood?


  



  Social class – how did/does this affect the character? Has their social class changed between being a child and being an adult? From blue collar to white collar?


  



  Family – who were/are the members of his family? What sort of relationships did/does he have with them?


  



  Father – Occupation? Greatest strength and greatest weakness?


  



  Mother – Occupation? Greatest strength and greatest weakness?


  



  Childhood – How would the character summarise their own childhood? How would others describe it?


  



  Mentor – which person in the family or outside it had the greatest positive impact on the character growing up? Who had the greatest negative impact?


  



  Education – Which schools did the character go to? Was he a good pupil? What subjects did he do well in? Which were his weakest subjects? Which subjects was he encouraged to specialise in – by parents and/or teachers? Are there subjects he would have preferred to specialise in, but didn’t? Did the character participate in social organisations in school or outside?


  



  Friends – Was the character popular at school? As a pre-teen and a teenager? Was he a member of a clique or gang? Who are the character’s best friends today – lifelong friends or people met at work? Who do they class as their best friend and why?


  



  Enemies, Rivals, and Opponents – Who does the character regard as an adversary? A boss? An ex-lover or ex-spouse? A rival for his current lover? 


  



  First Love – Who was the character’s first crush? First kiss? First sexual encounter? First romance? First marriage? How did they meet this person? How did the relationship develop? How did it end?


  



  Sex Life – Are they currently in a relationship? Do they have a spouse or long-term partner? Have they ever cheated on their partner? Has their partner ever cheated on them? Who or what type of person is the character secretly attracted to? What kinds of sexual activity do they enjoy or fantasise about? 


  



  Employment – What was their first job? Employment history? Have they ever been fired or quit a job? Occupation now? Do they enjoy their work? Are they good at it? How do they get on with work colleagues? With superiors? What level of income do they have – and how does this impact the life he leads? Is it a struggle surviving from payday to payday? Or do they not have to worry about expenses and spend money on things they don’t really need? Are they saving up for a house or a car? [See also below]


  



  Skills – What are the character’s skills, experience, knowledge and abilities in work?


  



  Home – Where does the character live now? Owned? Rented? Mortgage? Do they live alone? With a partner? With a roommate? In a shared house? Where is the home situated? What is the neighbourhood like? How does it compare to where the character grew up? To where his parents live now? Is the character’s home life what they want – happy and fulfilling? Or do they find it frustrating? [See also below]


  



  Hobbies and Pastimes – What activities does the character engage in after work and at weekends? What activities do they wish they could take part in? Sports? Tinkering with cars? Stock car racing? Painting? Writing? Travel? What is on the character’s ‘bucket list’? Does the character read? If so, what books? What movies or TV series do they enjoy? Are they involved with any particular charity? Why do they support this particular charity?


  



  Parties and Social Gatherings – Does the character enjoy attending parties and other gatherings? If so, who does he spend time with – family, old school friends, or colleagues? Or people he meets through hobbies? Does he have a local bar or coffee shop that he regularly goes to? Does he visit friends’ homes for dinner? Does he dine out at a restaurant with a group of friends?


  



  Socialising – Which person or persons does the character spend the most time with? A lover or spouse? Co-workers? Friends from a sport or hobby? An old school friend? A brother or sister or parent? What sort of activities does he enjoy most with this person? Are there any social activities he engages in out of a sense of duty that feel like a chore or that may actually be unpleasant?


  



  Politics – Does the character actively support a particular political party or protest/campaign group? Do they discuss politics socially? Are they a member of any secret, underground or illegal political group? Have they ever been? If so, why?


  



  Religion – Does the character actively attend any religious meetings? Do they discuss religion socially? Are they agnostic or atheist? Have they had any strong positive or negative experiences relating to their religion or place of worship? Have they moved away from or closer to a religion that was part of their childhood? Have they changed to a different type of religion? Have they ever been part of a cult or known someone who has?


  



  What are the three or four most significant moments or turning points in the character’s life?


  Home


  Where is the home located? What part of the country? What town or county? What neighbourhood? What is the neighbourhood like? What is its history? What sort of people live there now? Is it the sort of place where people can leave their doors unlocked all the time or a place where people don’t feel safe going out after dark?


  



  What type of home does the character live in? House, apartment, trailer, a single room in a multi-occupancy building, a friend’s basement? How many rooms? Separate kitchen? Loft apartment? Converted warehouse? Is it well-kept or dilapidated? How good are the water system and the electrics? Furnishings – came with the place or reflecting the character’s personality? What sort of bathroom? Tub and/or shower cubicle? How many windows and what size are they? Which direction do they face? What is the view outside them? How much light enters the rooms? What style are the home and furnishings? Modern or antique? Is it colour co-ordinated or wild? Brightly coloured or subdued? Light or dark wood? Carpets or floorboards? Back garden? Patio? Pool? Balcony? 


  



  Does the character own or rent the property? Mortgage? Are they staying in someone else’s home – rent-free or paying? Long-term or short? Short-term turned long? Do they love the home or is it ‘okay for the time being’? Is it the home they dreamed of? Is it just a place to sleep? Do they cook at home? Entertain guests? 


  



  Partner, roommate, or shared home? Family? Living with a parent?


  



  Tidy or cluttered? Clean or dirty? Spartan? Full of character?


  



  Which is the character’s favourite part? The kitchen? The garage or basement workshop?


  



  Most important or valuable possessions? Oldest? Newest? 


  



  What would the character most like to get rid of?


  



  What is the most important thing that has happened in this home? Happiest experience there? Worst? Saddest?


  



  Who lived there before?


  



  Has it ever been broken into or vandalised? Attacked in some other way – as a result of a riot or war?


  



  Who or what is missing from the home that used to be there?


  



  Pets? Plants? Vegetable garden? Shed or greenhouse? Sunroom or conservatory? Veranda or porch? Attic? Tower or turret?


  



  What secrets are hidden in the home? Memories? Objects? Skeletons in the closet? A kinky dungeon?


  



  Summarise how the character feels about their home? How do other people feel about it?


  Occupation


  Occupation can reveal social class, lifestyle, economics, power base, and opportunities for growth. It is how a character may spend a good deal of his or her time. It can determine the types of people a character meets and spends time with. As colleagues, customers, rivals or superiors. Many workplaces have an official hierarchy defined by role or job title and also an unofficial ‘pecking order’ at different levels and even between levels. Occupation can affect appearance – clothing and cleanliness. And work can affect a person’s view of society, value system, and vocabulary.


  



  Does the character belong here – does he fit in – or is he an outsider or a temp? Is he satisfied with his job or frustrated by it? Is it what he dreamed of doing or what he vowed never to do? How does it compare to the job done by his father and grandfather? Does it symbolise how far he has come in his life – or the opposite? 


  



  What work does the character do? A profession requiring years of college and practice? A craftsman who has years of experience gaining and honing skills? Physical work? Delicate, precise work? Indoor or outdoor?


  



  Is a person in this job respected or looked down upon? Or are they virtually invisible?


  



  What is the workplace itself like?


  



  How does the character get to work? Commuter? Do they live above the shop?


  



  Does the job pay enough to allow the character to live comfortably or is each month a struggle? Are there debts? Or cash to buy things that aren’t needed?


  



  What are the main skills the character needs for the job? How might they be of use in other areas of life? Could they be relevant in the current story?


  



  What skills or abilities is the character likely to lack? Or what weaknesses are associated with people in this sort of job?


  



  What is the character’s biggest achievement in work? And his greatest failure?


  



  What aspects of the job does the character like or hate? What parts are they best at and worst at?


  



  What unique skills, abilities, or qualifications does someone have to have to do the job that means an ordinary person couldn’t just walk in and do it? Are these obvious – or do they only become known when an amateur tries to do it?


  



  How do work colleagues relieve the boredom and have fun on the job?


  



  Do they victimise or bully a colleague? Is one colleague the butt of all the jokes? How does this person feel? How does the character feel about this person? 


  



  Do co-workers socialise after work? Is there a specific community for this type of worker so that they stick together with people from their work area?


  



  Are there rivalries within work? Friendly or vicious?


  



  Are there carefully garden trade secrets? Secret recipes? Techniques? Initiation rites? Hazing?


  



  Does the character keep something about his life secret from his co-workers? Or from his employer? What would happen if they found out?


  



  What is the character’s biggest fear relating to his job? That he will be injured or killed? That he will lose the job? That he will be stuck in it forever?


  



  If the character could have any job in the world, what would it be? What did he want to be when he was a kid? Is he doing that job now? Has he ever done it? Does he still want to do it? Could he still do it?


  Psychological Dimension


  Does the character have an active imagination?


  



  Are they quick-witted or slow-witted?


  



  How does the character usually face a major problem? What is their typical first reaction?


  



  What do they regard as the biggest achievement or success in their life?


  



  What is their biggest failure?


  



  There most important unfulfilled dream or ambition? Do they believe it is achievable or dismiss it as a pipedream?


  



  What is the character’s greatest asset or talent – is it physical, emotional, or intellectual?


  



  Does the character possess common sense and/or ‘street smarts’?


  



  Are they down to earth and practical or do they go around with their head in the clouds?


  



  Are they strong and decisive when it comes to making a choice or do they dither? Do they try and foresee every possible option and consequence, or do they trust their gut reaction? Do they worry about how their decisions will affect other people or do they plough ahead without a second thought?


  



  Is the character extrovert or introvert? Outgoing or withdrawn?


  



  Are they dominant or submissive? A leader or a follower?


  



  What is the character’s greatest ambition?


  



  What is their biggest self-delusion?


  



  What are the character’s greatest fears and phobias?


  



  What things make the character angry?


  



  What values are most important to the character?


  



  What vices are they guilty of?


  



  Which person or group does the character feel strongly about, seeing them as a negative force that lacks virtues he values?


  



  What does the character feel guilty, embarrassed, or ashamed about?


  



  What secrets does the character have that they share with almost no one else? Who are the few people he does feel comfortable sharing them with? What is his biggest secret – perhaps shared with one person or no one? What sort of thing does the character do when no one else is around? Guilty pleasures? Sexual kinks? 


  



  Is there something (or things) that the character would never do?


  



  What is the character’s greatest psychological strength?


  



  What is the character’s greatest psychological weakness?


  



  Character’s Belief System or Credo


  What does the character value – and what doesn’t he?


  



  What pushes a character’s buttons?


  



  What circumstances are likely to cause the character to behave in a certain way?


  



  What is the character’s attitude towards each of the following?


  



  Money


  Children


  Church


  Technology


  Freedom


  Sin


  Success


  Family


  Politics


  Love


  Violence


  Marriage


  Drugs


  Justice


  Sex


  Beauty


  Death


  Friendship


  Failure


  God


  



  Which of the above are most important to the character and/or most relevant to the story?


  



  Think of specific incidents that demonstrate the importance of these things for the character.


  



  Write a brief statement that summarises the character’s values and beliefs. If you struggle with this, pick an existing character or public figure and write a summary of their values and beliefs – then use this as a guide for writing down those of your character.


  



  If you’ve worked through this chapter you may have ended up with pages and pages of notes – or just a few sentences or random words. It doesn’t really matter as long as you now have a much better feeling for who this story person is. Remember that 90% of what you know about a character is below the surface and never revealed to the reader or audience. And that you create this stuff so that your character consists of more than the surface that faces people – he or she is more rounded than E. M. Forster’s gramophone record.


  



  This chapter was all about creating a new character. The next chapter covers analysis of a character to see which of the six character personality archetypes it most closely resembles. This is something you might need to do for a character you’ve just created from nothing and it is something you will almost certainly need to do if you are intending to portray an existing character. It is something an actor has to do with a character in a script and it is something a writer has to do if they are adapting an existing novel or legend or historical incident – or if they are writing a sequel using someone else’s characters. 


  18 | Analysing a Character


  Most of the chapters in this book centre on creating a new character – mainly because that is the easiest way for me to present details of the character creation tools. All of the techniques I have discussed can also be used to build or explore an existing character – whether that is a character you have created yourself or one that comes from another source. This chapter focuses more specifically on analysing existing characters and on analysing the characters within existing stories. An actor may have a play or a screenplay and be faced with interpreting one of the characters. A writer may be writing a novel or screenplay based on a pre-existing story, the Robin Hood legend for example or a true story. A screenwriter may be faced with adapting a novel or play into a script for a movie. In all of these cases, we need to extract the character(s) from clues in the story and then invent things to fill in the gaps so that we can develop a fuller understanding of the character. A similar situation can arise if we are given – or have brainstormed – a character that isn’t yet part of a story.


  Ultimately, we want to get to a point where we know which of the six character personality archetypes our new character most resembles, because then we can use the appropriate template to flesh out our character. Before we reach that point, we need to do some work to discover what quality or qualities our new story person has or needs to have.


  The best place to begin your analysis of a character is probably the character’s first appearance. We’ll look at that in a moment under First Impression and Dominant Impression, but it’s also worth bearing in mind that there may be clues about your character given before they first step onto the stage.


  Primary or secondary characters can be introduced by reputation before they first appear. This usually occurs in terms of what other characters say about them. It is a sort of foreshadowing and suspense, building up an expectation. This can be done for dramatic effect in terms of a threat, jeopardy, or some other negative emotion. Or it can be done for comic effect – you build up a character and then pull back the curtain to reveal – hey, you’re not what I’d been led to expect. Conversely, you can build someone up so that we expect a sweet fairy godmother and discover they are a wicked stepmother instead.


  First Impression and Dominant Impression


  The first time a character appears, the storyteller wants to make sure that the reader or audience ‘get’ who the character is. They deliberately set out to create an appropriate first impression. This might be modified later, to add layers of complexity to the character, but the first appearance is a key clue to the fundamental nature of this story person.


  Look at each character’s first entrance (and possibly first exit if it is a ‘drop the microphone’ moment) and see what impression it makes. Look for the noun that is their occupation or role, the adjective that is their attitude, and the verb that is their action or the way they stand or walk.


  Characters can actually have more than one ‘first’ appearance – a first impression made in public can be different to a first appearance in private. Who we are with our family may be different to who we are out with our friends or who we are in the classroom or workplace. Dealing with customers we behave differently to the way we behave in the back room with colleagues. Some attitudes or behaviours may be common across all of these and so point to fundamental aspects of the character – these are dominant traits and contribute to a dominant impression. Remember that once may be coincidence, twice is possibly noteworthy and three times established a pattern. Those attitudes and behaviours that are different may give a clue to a private self or a false self and may are a modification of the dominant impression.


  What is the Protagonist’s Attitude Towards Life?


  How does he believe the world is? What is his main motivation? This attitude will be revealed during Act I, and will often be stated in a line of dialogue early in the story.


  Best Behaviour


  A key part of identifying the personality archetype of a character is looking at their behaviour. Is their behaviour predominantly confrontational, indicating the Warrior? Or is there a tendency to embrace others, to try and understand their point of view and support them – reflecting the Carer? Or does the character tend to withdraw into their own thoughts, as the Thinker does? Or perhaps the character’s behaviour is a combination of two of these pointing towards one of the hybrids.


  What Are We Looking For?


  A full character analysis will fill in the details under the twelve headings used to describe the character archetypes in chapters eight through fourteen:


  



  1. Denied Self


  2. Defensive Behaviour and False Self


  3. Want versus Need


  4. Life Story and Wounding


  5. Dominant Attitude and Motivation


  6. Greatest Fear and Crisis Potential


  7. Contradictions


  8. Virtue versus Vice and ‘Story Value’


  9. Relationships


  10. The Shadow


  11. Breakdown – Descent towards the Shadow


  12. Character Development Arc


  



  The Character Development Arc described in Chapter 6 is a template that uses the three-act structure and the eight-sequence model. If you’re analysing a play, a novel, a screenplay, or some other pre-existing text, it is unlikely that it will have been written using the eight-sequence model so you will need to try and match the structure of your text as closely as possible to the eight-sequence model. But this model does give us an idea of where to look for evidence of the twelve character elements.


  It may be obvious which of the six archetypes best describes a character in a story. Or we may need to identify a number of the twelve elements before we can pin him or her down. The more complex a character is, the more likely he is to include elements of all of the archetypes – what we’re trying to do here is establish which one fits him best for the duration of this particular story.


  It will probably not be possible to identify all twelve of the above elements directly from the given text. But we don’t need them all – once we have three or four of them, we can begin to see which of the six archetypes best fits the character in question. We can then get the missing elements from the template and see if there is any supporting evidence for them in the text – clues we missed the first time through. For some elements there may be no evidence in the text – in that case we can provide something in our portrayal of the character if that would be helpful or interesting – if not, we can ignore it. We may also find evidence that conflicts with what we expect for the archetype. 


  Assuming that our choice of archetype is correct – and we may need to try the character against another one to be sure – then what do we do with contradictory evidence? If the evidence points to the denied or shadow self, then it is not contradictory – but if it genuinely doesn’t belong in the model archetype you can either just accept it or ignore it. You can try and make it fit or just accept it as is. Remember that the archetype is just a model – a sort of serving suggestion. Characters that weren’t written with the model in mind are bound to have bits missing and to include bits that don’t seem to belong. Remember also that the archetype is a simplified version of a person representing one aspect of a whole complex human being. Real people are made up of all six archetypes to a greater or lesser degree and can show traits, attitudes or behaviours from all of them. Fictional characters created using other character creation methods can also be a bit of a mix. 


  The diagram below (see Clues to Character Within a Story) shows how the various elements of a character are related, and gives some idea of how a known element, identified as a result of our analysis, can be used to infer – or make up – a missing element.


  Looking for Character Clues


  To investigate our character we need to play detective, asking questions and looking for clues. Following are some of the places we can look and the questions we should ask. They don’t need to be tackled in this order – look for the easiest or most obvious answers first. This will vary from story to story.


  If you’re working from a play, screenplay, or novel, it may be helpful to begin by dividing the text into the eight sections. A rough division according to number of pages to the nearest complete chapter or scene is enough to begin with. Using this you can look for items to plot on the character development arc. If you’re working from some other form of text – a writer basing a story on historical research, for example, or on a true story – then you will probably need to do some work on plot structure first – dividing the story into four quarters plus a midpoint is a good way of get a rough idea of the layout of the three acts of a story. 


  Even though you may only be concerned with analysing a single character in a story, you will need to have an understanding of the other main characters. People in a story are defined by their relationships, particularly their relationship to the protagonist.


  Clues to Character Within a Story 


  Character and plot are so closely intertwined that it is impossible – or it should be impossible! – to understand one without the other. Plot provides the context for character, and character provides the motivation – the ‘why’ – for plot events. If we have an existing story, there are a number of places we can look to find clues about our character:


  



  a) Genre


  b) Theme


  c) Situation – Challenge/Problem/Opportunity


  d) Setting/Location – Arena and Living Space


  e) Stakes


  f) Jeopardy


  g) Disaster/Crises


  h) Objective – Want versus Need


  i) Fear


  j) Character Arc


  k) Role – Archetype


  l) Occupation


  m) Conflict/Opposition/Obstacles


  n) Primary Characters – Roles and Relationships


  o) Secondary Characters – Function and Interaction with Primary Characters


  p) Dialogue


  



  We need to take the story apart and locate these various elements within it. And then we need to see what clues each give us about the character (or characters) we are analysing.


  In the model of character that I am using, a central element is the character’s greatest fear – because the thing a person is afraid of influences their decisions and actions. Everything else is in some way related to this. We need to ask ourselves, ‘What is this character afraid of – and why?’ This diagram shows how many of the other elements in a story are related to that fear:


  



  
    [image: img7]
  


  To analyse an existing character, we can either look for the greatest fear in those places in the story where it is usually most obvious; or we can look at other elements of the story or character and work backwards to the greatest fear.


  I’m going to begin by working through the list story elements, (a) through (p), to see what clues about character we can extract. Again, I’m going to start with the protagonist because everything and everyone else in the story exists in relation to him or her. 


  (a) Genre


  If a story is within a specific genre – a Western, a Romance, a Whodunit or whatever – then it will comply with a set of genre conventions. These conventions arise from the expectations that readers or movie-goers have for that genre of story. If a writer fails to abide by the conventions, the story – even if it is a successful story in its own right – may be considered a failure within the genre. In my Genre Writer series, I have been exploring these conventions. The personality archetype of the lead character is usually one of these conventions. Here are a few obvious examples:


  



  Romance – the heroine is usually a Carer seeking an emotionally fulfilling romantic relationship; the hero is usually an alpha male Warrior type who needs to be ‘tamed.’


  



  Westerns & War Stories – the hero is typically a Warrior engaged in a power struggle with a Warrior-villain. Occasionally the hero is a Crusader who is protecting a community.


  



  Whodunit – the detective hero is usually a logical Thinker.


  



  Action-Adventure – the hero is either a Warrior or one of the Warrior hybrids – a thrill-seeking Adventurer or an altruistic Crusader.


  



  Science Fiction – military SF has Warrior heroes but the more psychological stories are likely to have Thinker-hybrid or Carer-hybrid heroes.


  



  Fantasy – heroes, male and female, tend to be Warriors or Crusaders engaged in a quest, but some stories have a healing Fisher King element so the hero can be a Carer-variant.


  



  Suspense Thrillers and Crime Thrillers – the fear/suspense element tends to imply a Thinker-hybrid and protecting society from a criminal conspiracy is a task for the Crusader (Thinker + Warrior). The hero of a private eye novel is often a cynic who has given up on love making him either a Crusader (Thinker + Warrior, a man who takes action according to his beliefs and values) or an Adventurer (Warrior + Carer, a person who takes action to help others and is probably a romantic at heart).


  



  Horror – This is a genre that plays on our fears. All of the personality archetypes have a specific fear that can be used in a horror story – the Warrior fears injury, imprisonment, subjugation (loss of power); the Carer fears losing a loved one or seeing them harmed, or being the cause of harm to another; and the Thinker fears insanity and chaos.


  



  Stories with rebels as a hero can feature either an Artist or an Adventurer. The doomed romantic or Byronic rebel is typically an Artist; the happy-go-lucky, irreverent thrill-seeker is an Adventurer.


  



  There are many other genres and countless sub-genres with their own character conventions, but the examples above should give you an idea of the kinds of clues to look for.


  (b) Theme


  Sometimes the theme of a story is easy to define and sometimes it isn’t. Theme is related to the value that is at stake in the story and is usually portrayed in terms of a virtue versus a vice. Vice is usually embodied by the villain or opponent in a story, but it is also seen in the negative aspects of the hero – it is the ‘immoral’ nature of some of the defensive behaviours he uses to protect himself from his greatest fear. At the climax of the story, the theme is usually ‘proved’ when the hero is faced with a dilemma – a moral choice that forces him to make some form of personal sacrifice.


  What is the Thematic Argument of the Story?


  What overall ‘story value’ is at stake? This will usually be most obvious if we compare the beginning of the story and the end – the challenge in the middle of Act I and the crisis and climax of the story. The story value should change from positive to negative, or negative to positive, between these two points in the story. So, for example, we will see injustice in Act I, and justice as the outcome of the climax in Act III; with an extreme form of injustice occurring – or being threatened – during the crisis at the end of Act II. The midpoint of Act II is also a point at which the story value can come into focus, as the protagonist is offered an opportunity to discover what is really of most value to him.


  Which Actions, Dialogue, Settings or Objects are Symbolic?


  Strong contrasts, for example, or repetition can be symbolic. Symbolism tends to reflect the main theme or themes of a story.


  (c) Situation – Challenge/Problem/Opportunity


  At some point in Act I of a story the main character is provided with a challenge, a problem, or an opportunity. This is the story situation he or she faces and their attempts to deal with it make up the rest of the story. Boy meets girl. Villain kidnaps princess. Detective gets new case. This is sometimes referred to as a ‘call to adventure’ or a catalyst or an inciting incident. It is the thing that sparks off the chain of events that form the story. Often it is a problem that the hero must deal with but it can also be a positive opportunity – meeting a potential romantic partner, for example.


  The nature of this challenge is obviously linked to genre – and is typically another genre convention. It is also a clue as to who the main character is going to be – they are the person who must face the challenge. And the nature of the challenge can also tell us something about the nature of the hero.


  Writers do not give their heroes a challenge that they can deal with easily – if they did, there wouldn’t be a much of a story. The challenge must be a difficult one. Even the positive opportunity isn’t straightforward. Having identified the point at which the challenge is issued, we can ask ourselves ‘Why is this situation particularly challenging for this specific character?’ To get the most dramatic juice out of a story situation, the writer will pick a character who seems least likely to be able to successfully deal with the challenge. If we set character against challenge we can begin to see what qualities the character has that make success seem unlikely. Look at the nature of the challenge and ask yourself what qualities a person would need to possess in order to meet it successfully. The look at which of these qualities the main character seems to be lacking. This will give a pointer as to the direction his or her character development arc is likely to take. To take a common example, in a romance in order to have a happy and fulfilling relationship, the heroine needs to have the confidence to express her own needs and desires – but as the story opens, she lacks self-confidence. Her story arc shows how she gains the confidence that she needs.


  The detective in a private eye novel often faces a challenge where someone – typically a femme fatale – tries to exploit his wounded romantic nature.


  Look at the challenge and see what weakness it reveals in the main character.


  (d) Setting/Location – Arena and Living Space 


  If a character’s home appears in a story, look at what details are mentioned and see what they reveal about the person. Do they live alone or do they share the space? Do they own it or rent it? What do the decoration and furnishings say about the personality of the character who lives there? Is it tidy or does it look like the place has been burgled? What kind of locks are on the doors? Are there plants or pets? Artwork or posters on the walls? 


  Writers will usually include only a few significant details in their description as they attempt to give the reader an impression of the character, so make a note of what those details are and what they might mean.


  (e) Stakes


  What is at stake in the story? There is usually something at stake for the hero – physical injury, death, a job, status, a relationship – and also what might be called ‘social stakes’ – something that matters to a larger group or society or the whole of mankind. This is usually related to the ‘story value’ – an abstract concept such as justice that is embodied in the specific situation of the story – an innocent man on trial for murder, for example. Look at what each character stands to lose depending on the outcome of the story. What is at a stake – especially for the hero – will be something that is extremely important to him or her and the nature of this thing will tell you something about them as a person.


  (f) Jeopardy


  This is closely related to what is at stake. Look for scenes in the story where the main character is in physical, mental, or emotional danger. What type of threat hangs over them? Physical threat to the hero him or herself might indicate that the character is a Warrior or one of the two Warrior hybrids. If the threat is to someone the character cares about or to a relationship, the hero may be a Carer. If the threat involves a puzzle or an attempt to make the hero think he’s losing his sanity, the character may be a Thinker. Specific types of jeopardy are often used by a writer to target the thing(s) a character fears most. And the nature of the fear tells us something about the character.


  (g) Disaster/Crisis


  In a movie there is usually some kind of dramatic turning point in the story every ten to twenty minutes, depending on the length of the story. Divide the story into eight roughly equal parts and there’s usually some kind of crisis or revelation at the end of each of the first seven parts, with the eighth part wrapping up the story. I wrote about this ‘eight sequence model’ in detail in Plot Basics.


  These turning points often coincide with stages in the main character’s development arc – if they have one. The first one is usually the challenge discussed above. The major crisis in the story often takes place at the end of the sixth sequence – the end of Act II – and in thrillers, there is often a crisis there plus an even bigger one at the end of sequence seven, following a sort of false victory or false defeat.


  The nature of the crisis, the actions and decisions of the main character before the crisis, and the way they respond to the crisis at the time and afterwards all tell us something about the character. A crisis often occurs because of some ill-chosen action by the hero or because they decided not to take a particular action. The reason why they did what they did – or didn’t do – is a clue to who they are and what they fear and/or regard as valuable or important. The major story crisis at or after the end of Act II is the hero’s ‘darkest hour’ – and is usually the point at which they have to face the thing they fear most. It usually occurs in the form of a difficult choice or dilemma – to get what he wants he has to face his greatest fear, or to prevent something terrible happening he has to face his own greatest fear.


  What Are the Most Significant Scenes for the Protagonist?


  What discoveries, realisations, or other significant turning points occur in these scenes? Which scenes contain actions or dialogue that reveal important information about his or her character?


  (h) Objective – Want versus Need


  Cast your mind back to the discussion about false self earlier in the book, and you will remember that a character will often set out to achieve something that he believes will make him happy – his desire or want – but that he actually has a need (related to his true self) for something different. The dilemma a character faces at the crisis/climax of a story often involves a choice between need and want.


  In a romantic comedy, a hero will often pursue the kind of girl he believes will make him happy – usually, someone who is (a) unattainable and (b) unsuitable – while ignoring the fact that his ideal partner, in terms of his true self, is standing right next to him. I’ve even seen these two characters referred to as need-girl and want-girl. The hero may eventually get a date or a relationship with want-girl but will discover that she doesn’t make him happy – because she was chosen by his false self not his real self.


  Try and separate what a character believes he or she wants from what they actually need to make them feel happy and fulfilled. Each of the six archetypes has a specific ‘need versus want’ – these were identified in the earlier chapters on each archetype.


  What is the Protagonist’s ‘Want’ and What is His ‘Need’?


  His want will be expressed in terms of the external goal the protagonist chooses: the thing he sets out to achieve that he believes will bring him success and happiness. His need will be related to his denied self and his shadow self and will involve a behaviour that he needs to develop (the ‘virtue’) and one that he needs to overcome (the ‘vice’). Want versus need, along with self-defeating behaviours, reveal the contradictions of the character.


  What Are the Protagonist’s Objectives?


  In life, in terms of work, recreation, and relationships? In the story as a whole? In each sequence of scenes? In each individual scene?


  (i) Fear


  I mentioned at the beginning of this chapter that what a character fears most reveals a great deal about him or her as a person and that it is also a central component of the story. The six archetypes each have a specific type of fear – but in a story, it might be represented by something more specific – a sub-type of the archetypes greatest fear or something closely related to it. Here is a list of the sort of fears to look for and the archetypes they relate to:


  



  Being Assertive – the Carer and the two Carer-hybrids (Artist and Adventurer) often lack self-confidence


  



  Making Decisions – this may be linked to lack of self-confidence, in which case it may be a Carer or Carer-hybrid – both the Artist and the Adventurer may have issues with commitment. The Thinker may also struggle with decision-making – he gathers information and can see all possible variations and viewpoints, but lacks the will-power to choose one of them for fear of picking the wrong one. The Warrior and Warrior-hybrids have no such fear – they plough ahead without much thought at all.


  



  Intimacy – Both the Warrior and the Thinker lack the qualities of the Carer and so may struggle here. The Crusader, a Warrior-Thinker hybrid, is likely to have particular issues. The Carer hybrids – the Adventurer and the Artist – may fear or deny the Carer aspects of their true selves and so may avoid intimacy.


  



  Change – Change in a job or life situation is difficult for most of us, but the Thinker (and its hybrids) particularly dislikes change, associating it with a descent into chaos. The Carer’s lack of self-confidence may be a factor here also.


  



  Being Alone – Thinker and Warrior are happy to be alone, but the Carer is not, since relationships are important to her. The Carer hybrids are less centred on relationships – and may deny their need for companionship.


  



  Losing a Loved One – This is the greatest fear of the Carer.


  



  Ending a Relationship – Relationships are of such importance to the Carer that she may baulk at ending even an unhappy or destructive one. Since ending a relationship implies change, the Thinker may also have a problem with this.


  



  Beginning a Relationship – The Thinker struggles most with social skills. The Warrior has a problem with equal relationships because of his natural desire to be dominant. Warrior hybrids and Thinker hybrids may also have problems. The Carer regards relationships as vital but her lack of self-confidence may sometimes hold her back when it comes to starting a new one. Relationships are tricky for everyone but for different reasons. This also taps into our fear of strangers.


  



  Failure – This is a major concern for the Warrior who wants to be the best and to win. The Thinker fears not being smart enough and the Carer fears the failure of a relationship or failing to help or save someone. Different archetypes define failure differently – and all fear it.


  



  Death – All of the archetypes fear death because it represents different things to them. The Warrior is prepared to risk his life in battle, even to sacrifice himself, but fears dying if it symbolises defeat. The Carer is more concerned with what death means for others – if a Carer could die, she fears what will happen to those she leaves behind, the people she normally cares for; and she dreads the death of one of her loved ones. The Adventurer is prepared to risk his own life for the thrill of it. The Thinker probably accepts death as a natural part of life and regards fear of death as irrational; but he is also afraid of risky situations – that cannot be controlled – that might result in death.


  



  Inadequacy – This one is closely linked to failure and affects all of the archetypes. The Warrior fears not being the best or the strongest, since ‘winning’ defines him. The Carer fears not being good enough to have a successful relationship with someone or not being able to protect and nurture someone. The Thinker fears lacking vital knowledge or being able to apply his learning wisely.


  



  Confrontation/Conflict – Warriors thrive on this as it allows them to demonstrate their strength. Carers fear it because it might jeopardise a relationship and because their lack of self-confidence means they aren’t certain of their own position. Thinkers are uncomfortable with social contact of all kinds and confrontation – which includes an element of chaos and lack of control – is what they fear most of all.


  



  Rejection – The Carer regards acceptance and embrace as vital to her self-definition and so rejection is a particularly frightening prospect for her. The Warrior is well-prepared to deal with an opponent, but if someone rejects him as not good enough (not a winner) or not worthy of their opposition, he struggles to deal with the situation. The Crusader regards himself as a saviour of the people and so will feel angry if rejected by them as he feels he has earned and deserves their respect and acceptance. To some extent, the socially inept Thinker expects rejection at a social level – but rejection by those he regards as his intellectual peers would be extremely upsetting to him.


  



  Redundancy or Retirement – Being made to feel that your services are no longer required, that you no longer have a valuable contribution to make, is an issue for all of the archetypes. Again there is a link here with fear of failure and inadequacy. Ideally, retirement means leaving active physical engagement to those who are younger and stronger and concentrating instead on sharing the wisdom of experience – becoming the Wise Old Man or Wise Old Woman in a mentoring or teaching role. Without that, we all fear being regarded as surplus to requirement.


  



  Loss of Status or Image – This relates to the importance of the image that we present to others and so concerns the false self. Again there is an element of failure involved here. Status is vitally important to the Warrior, who regards himself as a winner. The Crusader regards himself as a saviour – and so being ‘downgraded’ and accused of being a self-serving vigilante, for example, would hurt him. The Thinker would dread being cast down by those he saw as his intellectual peers.


  



  Success – Success tends to put people in the spotlight and some characters are uncomfortable with that. They may feel that they do not deserve the accolade – reflecting a lack of self-confidence or self-worth. This is more likely to affect the Carer or the Thinker than the Warrior or its hybrids. Although the Thinker’s ego would be pleased with the recognition of his intellectual superiority, he would be uncomfortable with the social aspects of an awards ceremony. The Carer believes that her first duty is to others – she is meant to be selfless and giving, and so accepting an award for herself could be seen as a betrayal of this and an act of selfishness. The Artist combines the feelings of both the Thinker and the Carer. Although the Adventurer seeks challenges, he does not do this in competition with others – he is only challenging himself – and so prizes really have no meaning to him.


  



  Mistakes – Any healthy individual who has accepted their true self is not going to fear mistakes – they happened as part of life and are either random events or learning experiences. But few characters – and few people – have reached this enlightened state. Mistakes are associated with failure and inadequacy. The Warrior thinks mistakes are made by losers – and so cannot admit to any mistake he has made, as this would be an admission of weakness. The Carer is forgiving of mistakes by others, but her own lack of self-confidence mean she is less kind to herself – she always tells herself that she could do, and should do, better than that. A healthy Thinker would regard a mistake as a failed experiment and move on, but a less healthy one is likely to worry that it reveals he is not as smart as he thinks it is and so he may be tempted to try and hide the mistake.


  



  Dependency – The Warrior feels he must be strong and standalone – to need the support of someone else is to admit that you are weak. The Thinker feels a similar need for independence – he is supposed to know everything and not need to rely on anyone else. Because the Carer values relationships so highly, she is most likely to fall into a dependent relationship, but she probably doesn’t have a fear of this happening. Others may fear being ‘smothered’ by her.


  



  Being Taken Advantage of or ‘Conned’ – This occurs when someone becomes aware of your weakness and uses it against you. It can happen to any of the archetypes. The Warrior tends to believe that he has no weaknesses and so doesn’t fear this – but that doesn’t mean he cannot become a victim. The Carer is happy to help anyone but worries whether they genuinely like her or if they are using her. The Thinker believes he is too smart for anyone to take advantage of him – but he’s still afraid that someone might trick him, as this would indicate that they were smarter than him.


  



  Deception/Illusion – Linked with the above. Reality and truth are important to the Thinker who would feel foolish if he believed something that was proved to be fake. He’s supposed to be smarter than that.


  



  Betrayal – If you trust someone and they betray you, you made a mistake in trusting them – and if you made that mistake, you are weak: that is the Warrior’s view. To him, a betrayal is akin to a declaration of war. The Carer gives her love and help to people she cares about – and she has an expectation that it will be acknowledged and valued. If someone betrays her, she feels this rejection very deeply and may become very angry or depressed as a result.


  



  Rivalry/Competition – The Warrior likes this and is not afraid of it – unless he sees a rival who seems much stronger than him. The Adventurer does what he does for the thrill of personal achievement alone and so has little interest in competition. The Carer is very protective of the family she has gathered around her and so reacts very strongly if she sees any threat to it as she fears losing her brood or her husband. The Crusader regards anyone who opposes him as an enemy to ‘the cause’ and therefore an immoral force that must be dealt with. If anyone questions whether his ‘cause’ is truly just, he can feel threatened and become very defensive. The Thinker’s lack of self-confidence means he feels threatened by anyone who might prove to be smarter than he is – to the extent that he might sneakily try to undermine them.


  



  Weakness/Disability/Illness – Physical strength is most important to the Warrior and so he is most likely to fear this. Freedom and the ability to undertake physical challenges is vital to the Adventurer and so while he is happy to take risks for the adrenaline rush and regards a broken limb as a price that sometimes has to be paid for playing close to the edge of danger, he would fear any permanent disability that kept him from thrill-seeking. The Crusader fears any injury that would prevent him from carrying out his mission as the mission defines him. The Thinker fears any injury or disease that could damage or impair his thinking – the brain is the most important part of the body to him and he fears damaging it.


  



  Abandonment – Thinkers and Warriors can exist happily in isolation – but the Carer needs people around her. As with betrayal, she would be affected very deeply by abandonment and she could never abandon another person who was in need. Fear of abandonment haunts the Carer.


  



  Loss of Control/Chaos – Order and control are vital to the Thinker who associates chaos with insanity and so fears it.


  



  Inauthenticity – Discovering his true nature and expressing it creatively is of vital importance to the Artist and he fears being called a fake or a poseur. Also linked with Deception/Illusion above.


  



  Emotions – the Thinker regards emotions as irrational and fears losing control and exhibiting an emotional outburst. The Warrior may fear that his own rage will get out of hand. The Carer fears that she won’t be able to make an emotional connection with someone – and is wary of those who repress their emotions.


  



  Vulnerability/Helplessness – This is one of the Warrior’s great fears and also affects the Warrior hybrids.


  



  Loss of Freedom/Independence – This is probably the Adventurer’s greatest fear and also affects the Warrior and Crusader. The Thinker values independent thought and free access to knowledge, so would fear any threat to that.


  



  Conformity – The rebel element is part of the Artist and the Adventurer who both need to express their own personalities freely. Uniformity and regulation are things that they both fear.


  



  Non-conformity – The Thinker has a view of the world in which everything operates according to a sort of rulebook. Everything is knowable and understandable. He is extremely uncomfortable if something appears to operate outside of the rules – it seems to him like a first thread that will unravel into total chaos.


  



  Disapproval – Characters who look outward for validation are likely to fear the disapproval of others. The Warrior needs to be respected and looked up to. The Carer needs to be valued for helping others. The Crusader needs to be seen as a saviour. And although the Thinker is internally focused, his ego requires that others acknowledge his superior intellect – and he fears being ostracised by his intellectual peers.


  



  Loss of Identity – This links with Conformity above. The Artist values identity and its creative expression and would fear losing this. Again there is a link to the importance of the image that we present to others and so this concerns the false self – the Warrior would fear losing his identity as a ‘winner’. The Caregiver would fear losing her status as helper and teacher. 


  



  Loss of Home/Sanctuary/Privacy/Solitude – The Thinker values being alone with his thoughts and so would fear losing this. The Carer regards home as a safe haven and somewhere that a family belongs – she would fear losing that sanctuary.


  



  Loss of Financial Security – If wealth equals power, then the Warrior fears losing it. If money means the security of a stable home life then the Carer would fear losing this – as would the Artist and the Thinker.


  



  Persecution – Carers and the Caret hybrids fear being victimised due to their concern for the wellbeing of others – they are afraid that this makes them vulnerable to attack by Warrior types. The Crusader fears being targeted for taking a stand against what he sees as immoral behaviour. 


  



  Getting Lost in a Fantasy World – Because the Thinker spends much of his time in his own thoughts, he may fear losing touch with the real world such that he cannot distinguish between what is real and what is imaginary.


  



  Exposure – This is a common fear and can be associated with things like dreams of finding oneself standing naked in front of an audience. Again there is a link to the false self and being exposed as a fraud. The Warrior fears being exposed as weak or a loser. The Carer fears being shown to be selfish rather than selfless. The Thinker fears being seen as intellectually or mentally weak. These fears arise because the false self tells them that they should be something other than they really are – and they fear being found out.


  What is the Protagonist’s Greatest Fear?


  We will see hints of this at various points in the story, from Act I onwards, but it should be clearest at the crisis point of the story – at the end of Act II – when he or she is forced to face this fear head-on. Other places to look for clues are around the challenge or ‘call to adventure’ in Act I, particularly if the protagonist shows a reluctance to accept the challenge. There is also often a moment after the midpoint of the story – just after the midpoint of Act II – when the protagonist reveals to the co-protagonist something about his past. This either concerns the backstory of his current adventure, or something about his childhood life story, his ‘wounding’ experience. 


  (j) Character Arc


  Does the main character experience growth or transformation during the course of the story? The easiest way to determine this is to compare the actions of the character in Act I and Act III – if there is a notable difference, then growth occurred during Act II.


  More specifically, you should look at the character’s behaviour immediately after the challenge has been issued – somewhere near the middle of Act I in many stories if not earlier – and compare this with his or her response to the crisis that occurs at the end of Act II and/or beginning of Act III.


  Broadly speaking, a main character’s actions can be broken down into five main stages. In Act I, they receive a challenge or opportunity that upsets the equilibrium of their everyday life – they may initially be reluctant to accept this challenge, or they may seize it eagerly, but either way by the end of Act I they are committed to the adventure. At the end of Act I and into the beginning of Act II, the main character will do the obvious things that any of us might do in their situation. This serves to show the reader or audience that the character is like them – increasing the chances that they will like the character – and it also does away with some obvious options and prevents the reader from saying ‘Why didn’t she just...’ – go to the police, call for help, dump the guy who’s obviously wrong for her... or whatever. It clears the decks. After that we effectively get three attempts by the main character to deal with the challenge – each attempt is a little bit more difficult and the first two end in either disaster or at least a major revelation or turning point. The first attempt begins either late in Act I or at the beginning of Act II and ends (usually in dramatic failure) at the midpoint – which may actually be in the literal middle of the story but can be nearer the one-third or two-thirds mark depending on the story – some stories take a while to get going, others get into the action much sooner.


  The midpoint is often where the hero discovers how big a challenge he has accepted. It sets up the action for the second half of the novel or film. This discovery is often a bit of a shock for the hero and immediately after he pauses to think about things – to draw breath and decide what to do next. The midpoint failure often occurs because the hero’s typical defensive behaviours got in the way – they were inappropriate to the situation. He did what he felt was the safe thing rather than doing the right thing. As he reflects on this, he may finally admit that he has a problem – a flaw that he needs to overcome.


  The scenes immediately after the midpoint are often character-related, even in an action movie. This is where the hero and his co-protagonist sit down and share stories about their past, demonstrating the trust that has grown between them and also revealing the source of their flawed behaviour. If scenes like this occur in a story, it is a good indication that there is a character arc unfolding.


  Having learned something about the external problem/opportunity and about his own internal issues the hero makes a second attempt to deal with the situation during the second half of Act II – and this usually ends with a super-spectacular failure at the end of Act II that is the crisis that sets up Act III. The crisis is where the hero faces his most difficult choice – during the course of the story to date, he has learned what is most important to him – this is usually related to the story value (virtue) as embodied in his relationship with the co-protagonist. But the fact that he is still clinging to some aspects of the ‘immoral’ or selfish behaviours that protect his false self resulted in the spectacular failure of his second attempt. This is the boy loses girl moment. The villain capturing the co-protagonist and starting the countdown on the bomb that will blow-up the hero’s hometown or planet. At the crisis and into the climax, the hero is faced with a difficult decision – give up and lose what he cares about or take action one final (third) time to try and save it all. But to take action he will have to give up his false self completely – abandon the defensive behaviours that make him feel self and risk everything. Is he up to the task?


  Usually, only the main character, the protagonist or hero, and perhaps the co-protagonist have a character development arc. As I mentioned before, even though the villain is a major character he does not have an arc – because his failure to change is one of the things that contributes to his downfall. In a romance, the hero and heroine are both major characters and each acts, to a certain extent, as the other’s antagonist during the story. Both will tend to have a development arc – as she, the Carer, develops self-confidence (power) as a result of her experiences with him, and he (the Warrior alpha male) develops empathy/caring because of his time with her. 


  In an ensemble story, things can be more complex. Often there is the equivalent of the romance’s hero and heroine. Then there may be ‘reflections’ of these two characters – perhaps one who doesn’t change and shows what would have happened to one of the main characters if they had failed to accept the challenge and/or failed to allow their character transformation to happen. Ensemble characters often represent variations of a theme – one character may be the unfulfilled version of another; one may be the tragic version of one of the lead characters. We’ll look at this more when we look at creating a cast of characters in Chapter 21.


  I have only skimmed the surface of the way plot and character arc work together, but spotting the key turning points in a story should help you see where the other stages – as outlined earlier – fit in. Even if the action of the story doesn’t specifically reveal all of the stages of the development arc, you can use the main turning points and plot the rest of the arc yourself using the character arc model and the template for the character archetype. If you want to dig deeper into how plot works, I covered it in the book Plot Basics.


  What is the Nature of the Protagonist’s False Self?


  Who does the protagonist think that he or she should be? What is the ideal that they are striving to live up to? Who are they pretending to be?


  What are the Defensive Behaviours Used by the Protagonist?


  How do these behaviours harm other people? What vice or ‘sin’ do they relate to? How do these behaviours harm the protagonist and prevent him from acting in his own best interests? These ‘immoral’ and self-defeating behaviours will begin to show themselves during the latter part of Act I but will be most clearly visible in the protagonist’s actions during the first half of Act II. At the midpoint of Act II, there will usually be something that shows the audience – and usually the protagonist – what harm his behaviour is causing and what the potential negative consequences of not changing (or the positive consequences of abandoning the behaviours) could be.


  What Behaviour Does the Protagonist Need to Stop and What Does He Need to Start?


  What behaviour (related to the vice) does the protagonist need to overcome? And what behaviour (related to the virtue) does he need to develop? What he needs to overcome is behaviour related to his shadow, and will have been seen – in extreme form – in the actions of the antagonist. What he needs to develop is behaviour related to his denied self, and represented by his relationship to the co-protagonist. The behaviour he needs to stop will be related to his want, and the behaviour he needs to start will be related to his need.


  How is the Protagonist’s Denied Self Demonstrated?


  What types of behaviour are taboo as far as the protagonist is concerned? What aspects of himself is he afraid of? What does he despise about himself? The denied self is often demonstrated in terms of the behaviours, or the types of people, that the protagonist hates. He may also be fascinated with them, and attracted to them, even though he says he dislikes them. The denied self is also usually seen in the main qualities of the co-protagonist.


  At What Points in the Story Do We See Change in the Protagonist?


  Where do changes in location, costume, appearance, actions, speech, etc. take place?


  (k) Role/Archetype


  Under this heading, we’re looking at character as a function of plot. What function does the character fulfil – hero, villain, co-protagonist, mentor, confidante...? Some of these roles are filled by primary characters – the ‘stars’ in your movie – and others are supporting or secondary characters.


  As I’ve said, in anything other than an ensemble story, the plot and all the characters in it exist in relation to the hero or protagonist. The villain or opponent is usually a shadow version of the hero – which means the two typically share the same archetype, with the hero being a flawed but basically good version and the villain having descended into the darker and more negative behaviours, being effectively an extreme version of the hero’s false self. The villain acts as a warning to the hero – this is what you could become if you don’t change. When the villain tries to get the hero to join him and says that they actually have a lot in common, he’s not kidding.


  When a story has an antagonist who is not a villain – such as the relationship between hero and heroine in a romance – then they tend to be personality opposites, Warrior and Carer for example, rather than at opposite ends of the same archetype. In the chapter on creating a cast of characters, I will also cover those character personality types who, as secondary characters, either support (as allies) or conflict with (as opposition) each of the six archetypes.


  



  Mentors tend to be of two types. The more positive version is the wise old man or woman (who doesn’t necessarily have to be old, they are just more experienced than the hero in some way) – they are the equivalent of the retired knight who himself has experienced what the hero is currently going through and passes on his knowledge, teaching practical skills and telling stories to pass on what he has learned from experience. Obi-Wan Kenobi in the Star Wars movies is an example. He can be of the same personality archetype – just older and wiser. Or he can be of a different archetype – Merlin is probably a Thinker who has wisdom to pass on to the Warrior-Crusader Arthur. A character from a complementary personality archetype can give the hero a new perspective and cause him to question assumptions. The negative form of the mentor is someone who serves as a bad example – a tragic failure who shows the hero what not to do. The negative mentor is probably a version of the hero’s false self, but not as extreme an example as the villain. Again this type acts as a warning – this is how you could end up if you don’t abandon the false self and embrace the true self.


  



  A confidante is a secondary character that a primary character can talk to and, er, confide in. Heroes and heroines often have them and a villain may have one too. The villain’s confidante is usually someone different to the henchman, who serves a different function. The confidante is usually a Carer or a Carer hybrid since their only function in the story is to help someone. But confidante is a role and you could put any personality archetype in it and explore the implications of having an ‘inappropriate’ personality in the role. Most characters don’t regard themselves as a ‘sidekick’ – even if they are – and will respond to situations as if they are the hero of their own life story (which they are). Even sidekicks have wants and needs and dreams. They can also serve as reflections for the main character – a variation on them – demonstrating what the main character’s life could be like if they make good decisions and embrace positive change; or what it could be like if they make bad decisions and refuse to embrace change.


  The hero or heroine reveals their inner thoughts to the confidante, so scene between those two can be important in revealing character. The type of response the confidante gives in these situations – the text and the subtext – reveal the type of person the confidante is.


  



  The henchman is the villain’s ‘muscle.’ He does the dirty work and the heavy lifting. A story may require the real villain’s identity to remain secret until later in the story so his presence as a negative force is usually revealed through the actions of the henchman. The henchman is often a physical ideal of the villain – stronger and more skilled with weapons – but without the villain’s hang-ups. The henchman is a simpler, purer form of the villain whose choices are not clouded by self-doubt – he just does what he’s told. He is often like the hero in many ways – a black knight to the hero’s white knight – but doesn’t have the hero’s moral code to prevent him from doing bad things. This makes him a sort of reflection of the hero – a soldier from the opposing army. But most henchmen are like calm psychopaths with no personal agenda. There is often an almost zen-like calm in the way they carry out their tasks. Their weakness is probably pride – they are overly confident to the point where hubris can cause them to underestimate the hero – and they can be provoked into anger – eventually.


  



  The co-protagonist is often one of the most significant characters. Not every protagonist has one, but most do and they are a primary character when they appear. A co-protagonist is different from an ally or confidante in that they act as both support and opposition for the hero at different points in the story. Often the relationship between protagonist and co-protagonist in a story is antagonistic to begin with, developing into a grudging respect, and then finally trust and deep friendship and/or love. A co-protagonist can be a lover – the so-called ‘romantic interest’ – or they can be more of a ‘buddy’ – think of Eddie Murphy and Nick Nolte in 48HRS or Butch and Sundance or Thelma and Louise. Often one character is the hero – usually the big-name star in a movie – and the other is co-protagonist. But in some more equal pairings, the two lead characters switch between hero and co-protagonist at different points in the story. Protagonist and co-protagonist can also serve as each other’s confidante and also as a positive or negative ‘reflection’.


  I mentioned above that hero and co-protagonist often share a ‘moment’ after the midpoint – and any scene where the two are together with no one else around is an opportunity for character to be revealed. 


  (l) Occupation


  Sometimes a protagonist’s occupation is determined by the genre of a story – a private eye or a cowboy being among the most obvious examples. If an occupation isn’t defined by the genre, the choice a writer has made for the occupation is usually a reflection of the nature of the character. In the earlier chapters I included lists of the occupations commonly associated with the six archetypes. Carers, for example, are obviously drawn to ‘caring’ professions such as nursing, medicine, and also teaching. Look at the occupation of each of the characters and see which personality archetype they may indicate.


  Matching archetype to occupation means that the writer has cast according to type – or perhaps even stereotype. For minor or secondary characters this is common. For primary characters, there is more of a tendency to cast against type – either for comic effect or dramatic effect. Remember that a flawed character is pretending to be someone who is not his true self and so he may have chosen a job or profession that reflects his false self, the image of who he thinks he should be. As a result, and despite his best efforts, he may find the job difficult and/or unfulfilling. Look for incidents or bits of dialogue that may indicate a mismatch between personality and occupation. Also look for places where the character seems happy and comfortable doing a task – either in the workplace or outside it – which might indicate the sort of personality-appropriate job he ought to be doing as his true self.


  In a story where the setting means everyone has the same job – they are all soldiers, medical personnel, musicians, or police offers – then look at the hierarchy within the group. There is often an official status and also an unofficial pecking order. Try and spot the dominant leader-Warrior type, the Carer, the rebel, the misfit – think Corporal Klinger in M*A*S*H. Who is the pompous Frasier-like Thinker? Who is obsessed with girls? Or guys? These are all clues to the personality archetypes that the writer has drawn on to put together the cast. More on this in Chapter 20. 


  (m) Conflict/Opposition/Obstacles


  The nature of the obstacles and opposition that a protagonist faces are an indication of the type of person he or she is. Different types of things represent an obstacle for different types of people. A writer chooses obstacles that are most challenging for the sort of character he or she has created. The most difficult obstacles are those that (a) require experience or abilities that the character doesn’t have, or (b) which are most closely related to their greatest fear.


  The most challenging opponents are the ones we are afraid of – we think they are better than us and that we don’t stand a chance against them. The most challenging obstacles are the ones we think (actually, we believe that we know) we can’t overcome. There is a psychological element as well as a practical one. 


  What resources – physical, mental, emotional, psychological – would be needed to face the opposition or obstacle presented at a particular point in the story. Which of these resources does the character lack – or believe that he or she lacks? What does this lack or belief reveal about the character?


  What Major Obstacles Does the Protagonist Face?


  What does the nature of each obstacle reveal about the story value and/or about the protagonist’s need? What does the protagonist’s chosen course of action to overcome the obstacle – and his success or failure in overcoming it – reveal about the story value and/or his need? How do these obstacles increase in difficulty, and how do they relate to the protagonist’s greatest fear?


  (n) Primary Characters – Roles and Relationships


  We’ve covered most of this already, but I wanted to make a few additional observations. To be clear, the primary characters are the hero or protagonist; the villain or antagonist; and the co-protagonist – a ‘romantic interest’ or ‘buddy’. 


  In terms of personality, the villain is who he appears to be. He may try to hide his role as bad guy, but he is not ashamed of his personality and doesn’t feel the need to adopt a false self. He is happy with who he is – in his own life story, he is the hero. 


  The hero may remain constant not undergo any form of change or transformation – action-adventure heroes, superheroes, and series characters often don’t, at least not within a single story. But many heroes do change during the course of a story along a character development arc that curves through most of the plot.


  The co-protagonist may also have a transformational arc – it may be of equal importance as the hero’s, or it may be a shorter and shallower arc because this character had less far to travel to escape his or her false self.


  Who is the Antagonist?


  Who opposes the protagonist? What does the protagonist have in common with this character, in terms of both positive and negative traits? The antagonist will usually be an extreme form of the negative side of the protagonist’s false self. How does the antagonist force the protagonist to face his greatest fear? The protagonist’s ‘breakdown’ during the second half of Act II passes through a number of stages that take him closer and closer to the antagonist, and further and further from his denied self.


  Who are the Protagonist’s Most Important Relationships With?


  The relationships between the protagonist and the antagonist, and the protagonist and the co-protagonist are the most important ones in a story, but there will usually be other significant relationships. It is also possible that the protagonist has a significant relationship with a character who does not physically appear in the story, or who has died before the story opens, or who may even be a figment of the protagonist’s imagination. ‘Antagonist’ and ‘co-protagonist’ are actually roles within the story. Hero, confidant, mentor, herald, opposition, threshold guardian, wise old woman... a character may have one or more story roles in the main plot or one of the subplots of the story. In an ensemble piece, there may be a separate plotline and/or development arc for each main character, with a different protagonist, antagonist, co-protagonist, etc. The protagonist of one plotline may be the antagonist in another character’s story, or they could be the mentor or lover or whatever.


  In a single protagonist story, everyone is defined by their relationship to the protagonist. Do they help or oppose him? Or both? What does the character teach the protagonist, either directly or indirectly?


  Sometimes the dominant character in a story is the villain, and so it makes sense to analyse him first, and then explore the hero in relation to the villain. In a romance, the two lead characters each need to be explored as a protagonist, and also as an antagonist and co-protagonist for each other.


  (o) Secondary Character – Function and Interaction with Primary Characters 


  Secondary characters include the mentor, confidante, the villain’s henchman – they have significant roles in the story, usually appearing several times, and they often appear as the second character in a scene with one of the primary characters, though their roles are usually ‘supporting’ one of the primary characters. This tends to distinguish them walk-on characters who make only fleeting and/or single appearances to perform a single plot function.


  Secondary characters, given their limited ‘on-screen’ time in a story, tend to remain true to their first and dominant impressions and they also tend to have only one or two dominant traits. The most interesting of them may have contradictory or paradoxical traits, but they tend to be achieved in a fairly broad-brush way. If you’re given a secondary character to play or to write and they seem too one-dimensional you can try and add a suggestion of ‘rotundity’ in the subtext of your delivery of dialogue – that is, in the way you say the words or in the actions that accompany them. A clichéd example is the henchman who delivers threats of physical harm in the manner of a seductive love scene. 


  (p) Dialogue


  What words does a character use? How does he or she say them? What actions do they engage in as they speak and do these actions support or contradict the words? Do the words reveal the truth or are they concealing a subtext?


  In portraying a character, personality and subtext have a bit of a chicken and egg relationship in terms of which comes first. Until you know who the character is and what they really want, how can you play the subtext of a scene? Sometimes in a script, particularly with a secondary character, there is no subtext and you have to discover it as you find the character. Sometimes you have to create a private monologue that reveals what the character is really thinking while he or she is actually saying the words – and then you have to come up with intonations, facial expressions, and body movements that hint at what those thoughts are.


  Sometimes it helps if you take all of a character’s dialogue and examine it out of context to see what the actual words reveal. Look at word length – how many syllables? Use of contractions. Slang and profanity. Allusions – to classical literature or popular culture. Idioms. Anecdotes. Simile and metaphor. Any of these can give you a clue about the type of person who is speaking. If there is almost no dialogue or it is mostly monosyllabic, then you are probably going to have to build this character physically in terms of posture, movement, costume (if you have any say in it), and vocal delivery. Vin Diesel manages to do quite a lot with a single word in the Guardians of the Galaxy movies.


  Keeping Your Character’s Secrets


  Every great character is a mystery: part of the enjoyment of a story is unravelling the mystery and trying to understand who they are and how they got to be this person. This discovery requires a combination of intellectual and empathic understanding, and some gut-level instinctual insight. Analysing a character, as suggested above, is a more structured version of this process of discovery.


  If you are a writer adapting a particular text, or a performer bringing a character to life, it is important to remember that your analysis of the character was for your own purposes only. You should never try and give your audience the understanding of the character that you have gained. Your aim is to present the mystery of the character and allow the audience to develop their own understanding. Your understanding will allow you to present the character truthfully throughout the story, and to provide the appropriate subtext to every spoken or written line of dialogue in every scene. It will let you know which clues are vital to understanding the character (and the story) so that you can ensure that these are not lost. In adapting a story, it may be necessary to remove a clue and replace it with something of equal value to keep the structure of the character (and story), and the mystery of the character, intact.


  19 | Portraying Character


  Having done all of your background preparation, you now have to present your character to an audience or reader. To return to the iceberg metaphor, you have to turn your attention to the ten per cent that you reveal to the world while the rest remains hidden below the surface. I am splitting ‘portrayal’ across two chapters. In this chapter I will concentrate on the physical portrayal of a character as he or she makes their entrance on stage, and in the next chapter, I will cover the portrayal of emotion.


  Even when you’re writing a novel, I think it can be helpful to think in terms of presenting your action on a stage or a movie screen. When I read a story I ‘see’ the action in my mind’s eye like a movie in my head – and when I’m writing, I see a similar thing but often in more detail. Not everyone has the ability to conjure up images in this way – those with the condition aphantasia lack it – but I think the majority of people do. And it also helps when we’re trying to create larger-than-life characters – making them a bit ‘theatrical’ gives them extra oomph. In this chapter – and indeed elsewhere in the book – when I talk about entrances and exits or bringing a character on stage, I mean it to refer to all forms of storytelling. And by audience I also mean the reader of a novel.


  We are now going to present our character to an audience. This needs to be done in such a way that they will understand the character, but also in a way that best suits the needs of the story. First, the character must be introduced and established with broad strokes – creating a first impression when they first step onto the stage that gives the audience an instant understanding of who they are. This is all about showing the character’s dominant attitude. Once the character’s dominant characteristics have been established, only then can we move on to the modification of that dominant impression and reveal additional – perhaps contradictory – characteristics, that show them to be more than just one-dimensional. Then the character must remain in character throughout the story, while also undergoing character development if that is appropriate to this character.


  If you’ve gone through the whole character development process, you will now have a great deal of information about your character. You will have matched them against one of the six personality archetypes and you will have created details for their three dimensions – physical, social, and psychological. The characterisation stage involved distilling all of this down to give the essence of the character that you can then show to the audience or reader. For a primary character, the ‘showing’ will be a gradual reveal, allowing people to see the different layers of the character as they spend more time with them.


  What is the essence of a character? It is your story person in concentrated form and involves the character showing the reader ‘this is who I am, this is what I do, and this is why.’ It is a vivid snapshot of the physical, social, and psychological dimensions.


  How Do We Reveal Character?


  There are a number of things we can use to present our character to the audience:


  
    	Reputation & Rumour



    	First Appearance & First Impression



    	Appearance



    	Movement



    	Voice



    	Motivation, Goals, & Action



    	Reaction & Decision



    	Props



    	Settings



    	Relationships


  


  


  We will explore each of these in turn. Some of them I have already covered in earlier chapters, so I will mention them only briefly here – the others I will deal with in some depth.


  Reputation & Rumour


  In many stories, the audience learns something about a character before they appear on stage for the first time. Other characters speak about them and we get to know them by reputation – from rumour or anecdote. People love a good gossip or a bit of scandal. Sometimes these subjective impressions – other characters’ descriptions and opinions – can assume significance as we, and they, await the appearance of the character in question. We anticipate their arrival. The other characters may wait nervously. Or they may wait with increasing excitement. We may see preparations being made that reveal something about the person or people already present, the character whose arrival is expected, and the relationships between the two. 


  Even the non-appearance of an expected character can be revealing – are those on stage relieved or disappointed? Is the character’s non-arrival typical? Do they often fail to meet their obligations? Different reactions from different people can show how relationships with the missing person vary. One person may be disappointed by their lateness or non-appearance. Another relieved. One may be angry – either because they feel let down or because they feel sympathy as a result of someone else’s disappointment. Each character’s feelings may be expressed openly – or they may be kept hidden, with them saying one thing but revealing another through their actions.


  Not everyone will share the same impression or opinion of the offstage character. One person may love and respect him. Another may despise him. One may be jealous. Another dismissive. Each may present a slightly different portrait or fragment of the same person as seen through the filter of their own personality and their own relationship and experiences with the character.


  In Shakespeare’s Macbeth, Banquo characterises Macbeth before he appears on the stage and in Rostand’s Cyrano de Bergerac, several characters speak of Cyrano’s physical qualities and abilities before we first see him. A character’s reputation may precede him – and to good dramatic effect.


  Foreshadowing the arrival of a character can create suspense and eager anticipation in the audience too. They lean forward in expectation, wondering what this person will prove to be like ‘in the flesh’ and wondering how the other characters will be affected when the character does appear.


  Famous characters with delayed first appearances include Harry Lime (Orson Welles) in The Third Man; Hannibal Lecter (Anthony Hopkins) in The Silence of the Lambs; Colonel Kurtz (Marlon Brando) in Apocalypse Now; and ‘John Doe’ (Kevin Spacey) in Seven. These characters live up to their reputations. The entrance of Omar Sharif as Sherif Ali in Lawrence of Arabia is also built up as he slowly advances towards the hero, appearing first as a speck on the horizon. Willy Wonka (Gene Wilder) also draws out his approach in Willy Wonka & the Chocolate Factory, tricking his audience before revealing his fun-loving nature. Other characters don’t quite live up to their reputations – at least not on first appearance – as in the characters of the musical genius Mozart (Tom Hulce) in Amadeus and the celebrated detective Inspector Clouseau (Peter Sellars) in The Pink Panther.


  Another form of ‘slow reveal’ introduces the hero to us a bit at a time as we see a close-up of him strapping on armour, holstering his gun, pulling on sports kit, or tying his tie and putting in his cufflinks. Each of this close-up images tells us something about the character and what he does. The enigmatic character introduction can also be achieved by showing the person in action – often in shadow or semi-darkness – before revealing their features completely. Indiana Jones (Harrison Ford) is introduced in this fashion in Raiders of the Lost Ark and so is Batman (Michael Keaton) in Batman – and there his features aren’t revealed at all.


  Some characters are present in a scene but don’t reveal themselves as significant until the scene is underway. An excellent example of this is Quint (Robert Shaw) in Jaws who draws attention to himself by scraping his fingernails down a blackboard. He has been listening to the townspeople bickering back and forth and finally offers them a solution to their problem – the shark – for a non-negotiable fee.


  First Appearance & First Impressions – Making an Entrance


  When presenting a character to an audience, we need to think about the first impression that they make. In storytelling, as in real life, first impressions count and we only have one opportunity to make it. And that opportunity consists of only a few seconds. The first time the character sets foot on stage, we need to establish them ‘in character.’


  In fiction or in performance, the first appearance of a character is rehearsed and rewritten until it achieves exactly the desired effect. An image is created with all the care of a portrait photographer or painter and then the dimensions of movement and speech are added. The leading lady may be lit by a warm, soft light. The villain in a harsh light with half of his face in shadow. The way they move will reveal their state of mind as will the gestures and mannerisms they use.


  The delayed entrances and ‘slow reveals’ mentioned above are effective because they are unusual and they all reveal something about the personality and role of the character in the story. But a more common type of first entrance has the character appear on stage or on screen (or on the page) for the first time in character. Jack Sparrow (Johnny Depp) sails into the harbour at the beginning of Pirates of the Caribbean: Curse of the Black Pearl aboard a sinking ship, bribes an official, and steals a purse. In those few actions we know who he is and we want to see what he’s going to get up to. Tony Manero (John Travolta) struts down the street at the beginning of Saturday Night Fever – his walk and his appearance tell us who he is. Arnold Schwarzenegger as the T-800 appears naked in The Terminator and takes the clothes from a mean-looking biker. Renton (Ewan Macgregor) is escaping from a store detective at the beginning of Trainspotting, dark shadows under his eyes and a manic grin on his face.


  Search online for best movie or TV entrances and you’ll find a long list of other memorable first appearances, including Jessica Rabbit in Who Framed Roger Rabbit; Trinity (Carrie Anne Moss) in The Matrix; The Joker (Heath Ledger) in The Dark Knight; Spike in Buffy the Vampire Slayer; Sergeant Hartman (Lee Ermey) in Full Metal Jacket; and Michonne (Danai Gurira) in The Walking Dead. Film director Sergio Leone created some great character entrances in his Westerns, such as ‘Harmonica’ (Charles Bronson) in Once Upon a Time in the West and the three titular characters in The Good, the Bad and the Ugly.


  The first time these characters step on stage, their appearance, their dialogue, their actions and their attitudes tell us who they are. Whether they are villains or heroes or, as in the case of Jessica Rabbit, just secondary characters, we want to know more about them.


  In creating the first appearance of a character, we need to bear a couple of things in mind. First, what impression does the character want to make on the other characters in the scene? Second, what impression does the writer want the character to make on the audience? These two things may be the same – but they don’t have to be. Characters in a scene may be afraid of the Joker and the chaos he brings – because some of them will end up dead – but we may be thrilled and amused to see him in action, and the more violent the mayhem the better. Or perhaps that’s just me.


  First impressions have to be made with broad and memorable strokes. Usually, the first impression will coincide with the character’s dominant attitude. As I mentioned before, we need to establish and reinforce the character’s dominant attitude before we can modify it to give our character additional depth, so why would we waste the opportunity that a memorable first impression gives us? Occasionally, though, the plot of a story will require that the audience, and perhaps other characters in the scene, get a first impression of the character that later proves to be wrong. In an assumed identity thriller, for example, a character may be pretending to be someone else and only later is their true character revealed. But in most stories, we want the first impression to establish the dominant attitude.


  What is a Dominant Attitude?


  A person’s dominant attitude is the main thing we notice about this person when we see him: is he charming or sexy or critical or shy or...? What is the character’s habitual mode of responding to life and situations in general? This is effectively saying when faced with a challenge does he withdraw, fight, or submit – but we use more subtle variations on these three behaviours. Dominant attitude tells us how we can expect this character to react in most situations. This will be closely related to the character’s defensive behaviours and their false self, that is, how they think they should behave.


  When we talk about dominant attitude, we typically reduce it to a single adjective – something like ‘brash’ or ‘pompous’ or ‘shy.’ This sort of label can be useful for an actor or a writer because it helps us keep the character in character.


  Here is a brief list of adjectives as a starting point – you can add to it over time. The opposite of each of these will also give you another usable attitude. Give some thought as to which of the six personality archetypes are likely to be described by one of these words.


  



  careless


  cautious


  condescending


  confident


  critical


  cynical


  dependent


  disapproving


  dismissive


  domineering


  fearful


  homophobic


  hostile


  humble


  hypocritical


  inconsiderate


  irresponsible


  manipulative


  misogynistic


  optimistic


  pessimistic


  racist


  rebellious


  reckless


  self-absorbed


  smug


  sociable


  submissive


  



  Behind each of these single-word attitudes or dispositions is a combination of thought, emotion, and action – what the character believes about the way the world works, how they feel about this, and what behaviour they adopt as a result.


  



  Thought is concerned with the decisions that a person has made or will make. A decision on its own doesn’t tell us very much – we need to know why the decision is significant to the individual making it. What was their dilemma? What was riding on the outcome of the decision – what was at stake?


  



  Emotion on its own tells us nothing. We need to know why a person is happy, angry, anxious, sad, or whatever. What situation gave rise to the emotion?


  



  Behaviour alone tells us very little. We need to know what prompted the action – what was it in response to? What is the character acting towards or against? What does he want to achieve and what stands in his way? Why is this thing important to him – what is at stake?


  



  Think–Feel–Do is a sequence. This is what I believe, this is how I feel about it, and this is how I respond to it. Thought, emotion, action. Stanislavski believed that only the last of these could be acted. It is the only one that is external and that others can see. Emotion and thought can only be revealed to an audience as a result of the actions that a character takes.


  The best acting you see is when you can look at a character’s movements, gestures, and expressions and know what they are thinking. This is particularly true when a character’s words – the dialogue they are speaking – and what they are actually thinking are diametrically opposite. The character may be saying ‘I love you’ but their body language says ‘I wish you were dead.’ Showing concealed emotion requires great skill on the part of the actor.


  The worst kind of acting you can see is when an actor decides they will ‘act angry’ and fakes the emotion. The audience can see that it is fake. They can see the acting rather than a genuine emotion.


  This same issue lies behind the novelists’ ‘show don’t tell’ rule. The author should never tell the audience that a character is angry – they should show the character performing actions and speaking words that demonstrate they are angry. Or that demonstrate that the character is concealing their anger. Writing is much more like acting than you may think – but the writer gets to play all of the characters, which is either a blessing or a curse.


  In any story, we need situations that allow – or cause – a character to demonstrate their dominant attitude. Often a character will enter a scene that is already underway and their reaction to – or opinion about – what is happening will reveal their attitude straight away. When you are watching a film or a play or reading a story, look out for the ways in which the writer has created situations early on that serve to reveal a character’s attitude. 


  Establishing the Dominant Attitude


  The primary character traits that we used to define our character personality archetypes were related to head, heart, and gut – thinking, feeling, and doing. These were demonstrated by three behaviours – to withdraw, to embrace, or to attack. A variation of one of these three will form the basis of the behaviour that the character engages in that establishes their first impression. The character will do one or more things that are in keeping with this dominant trait. They will do something that reveals them to be primarily interested in the intellectual side of life; or in relationships and helping others; or in the pursuit of success or power. Or they may, as in some of the examples quoted earlier, show themselves to be rebellious and mischievous.


  With a Thinker, Carer, or Warrior character archetype this is relatively straightforward because they embody a single trait that can be portrayed by simple behaviours – a variation on to think, to feel, or to do respectively. With the Adventurer, the Crusader, and the Artist things are slightly more complex as they are hybrids that combine two of the primary traits. And the Adventurer and the Artist both have a rebel or Trickster variant – either can be a mischief-maker.


  Dominant attitude is sometimes referred to as a character’s philosophy – it is the individual’s basic approach to life. You should be able to boil it down to a single evocative sentence: Mess with me and you’ll be sorry. If I don’t make waves, no one will give me a hard time. All I need to do is turn on the charm. Almost every action and line of dialogue will be a reflection of this attitude – the exception being those that demonstrate the modification of the dominant attitude (see below).


  Dominant attitude is revealed in opinions about topics such as politics, the environment, racial equality, sex and sexual orientation, destiny, work, marriage, music, and a million and one other things. These opinions will have been shaped by past life experiences and will be an integral part of who the character is. Taken together, they reflect a point of view or general attitude towards life. We must look for ways to dramatise a character’s point of view – through the actions they take, the decisions they make, and the words that they speak.


  Knowing, and using, a character’s dominant attitude brings benefits for the writer, as it offers insight into how the character is likely to react in any given circumstance. This makes presenting the character through appropriate action and dialogue much easier. Dominant attitude makes a character predictable, both for the writer and the reader: this can be used to generate suspense – if we know that a character is going to lose his temper, or wet his pants, when faced with a particular situation, then all the sadistic writer needs to do is set up the appropriate circumstance...


  Modification of the Dominant Attitude


  A three-dimensional character has a surface – the dominant character trait or attitude – and a modification that gives them additional depth. Modification involves taking the character’s dominant impression, and coming up with inconsistencies or contradictions that modify this impression and make them more interesting and less predictable. Modification relates to things the character rejects about themselves, either an aspect of their shadow or their denied self. Modifications also hint at the character’s potential to change into his true self, and at his potential to break down and become his shadow self. They add an element of foreshadowing and suspense – Which way will he go? We know that it is the contradictory characteristics of the protagonist – the conflict between his true self and his false self – that provides him with ‘climax potential,’ ensuring that he will face a dramatic dilemma at the end of Act II.


  The modification reveals the conflict between a character’s false self and true self. It involves something that contradicts with their idealised false self. It is something that they are trying to keep secret. We explore it in story by showing how what they believe they want or desire to make them happy is different from what they actually need. The modification and need may be hinted at when a character first appears on stage, but what we really need to establish first are the dominant character trait and the want. Remember that the ‘want’ is an external objective that symbolises happiness and/or success to the character. 


  Obviously, the protagonist of a story must be the most ‘dimensional’ story person in the cast. Robert McKee warns that the contradictions must be consistent, and Rockwell says to be sure that they are convincing and well-motivated. If you use the six character models presented in earlier chapters you can ensure that these contradictory traits are appropriate for your story person.


  Modifications allow us to see the darker side of the hero and the lighter side of the villain. If we want our villainous characters to be more than one-dimensional characters, we need to give them some quality that people can identify with. In your own life, there may have been someone who you disliked intensely – but then you learned that they had suffered some incredible trauma in their past or were desperately unhappy for some reason. That person suddenly becomes a human being to you when you understand ‘where they’re coming from.’ You may not come to like them or to approve of the behaviours they engage in, but you do feel some sympathy for them.


  Entrances and Exits


  Although we’re concerned primarily with first appearances here, it is worth bearing in mind that every entrance – and exit – of a character can be used for dramatic purposes. In theatre, you can’t just cut to a new scene in the way that a movie does. You have to get your people off stage and get the new ones on – and you have to do it in a way that doesn’t look like a changeover of shift at a factory. Entrances and exits are written into the story – a character walking onto the stage is used for dramatic effect. And they often leave as they deliver a significant ‘exit line.’ In film and television, even though you don’t have the physical need to get people on and off the stage, entrances and exits are still used dramatically. Keep an eye open for the number of times a character makes a ‘dramatic entrance’ into a room through a door – and the number of times a dramatic line is delivered as someone leaves a room. You see it in comedy and you see it in drama.


  How a character makes his or her entrance tells us something about who they are. Do they expect to receive everyone’s undivided attention – ‘Ta da! Here I am!’ – and if so, do they actually receive it? Or does the person sneak onto the stage, hoping not to draw any attention to themselves? Are people happy to see them, annoyed, disappointed, or indifferent? The impact of the entrance reveals something about the person who has entered and about their relationship with the other characters. Is the greeting the character receives genuine or forced? Does it cause another character to exit swiftly because they don’t want to share a stage with this person?


  Any character who enters a scene should give the impression that they are coming from somewhere. They may continue a conversation that began offstage. Or they may appear that they are running late after their last meeting. Or they could be continuing a search for someone. Similarly, if a character enters and there are already people on stage, those characters should be in the middle of something – they weren’t just sitting waiting for the new person’s arrival. Unless the story indicates that they were – in which case the entrance interrupts the action of their waiting. And any character who exits is going somewhere – the story may indicate where this is, but if it doesn’t the character will still exit with some purpose in mind.


  How does a character act if he or she enters an empty stage? Is their behaviour different? Is this someone who needs an audience? Or are they relieved that they can drop their façade for a few minutes? How do they behave if they are left alone for any length of time? Are they relaxed or agitated? Do they grow angry if they are kept waiting – seeing it as a discourtesy or a failure to recognise their status? When another character does finally appear, how does the first character react to them? Relieved, indifferent, disappointed when they see who it is? Do they direct their anger and frustration at this poor unsuspecting character? What does the interaction tell us about each of the characters and about their relationship?


  Study the way that entrances and exits are used. Note what effects can be achieved. 


  If a character exits and leaves other actors still on stage, those characters must react to the exit. The exit line may cause them to simply shrug or they may be devastated by what has just happened. The reaction moves the story forward and also reveals something about the characters – the one(s) left on stage and the person who has just exited. 


  The cut to a commercial break is a variation on the exit – it’s almost a ‘curtain line’ – a cliff-hanger or a promise of something interesting to come to ensure that the audience stays tuned. In this case all of the actors ‘exit’ for a while.


  A few final pointers:


  



  (a) The first appearance of a character should normally be in a scene that specifically reveals their character. Don’t put a major character in a bland scene that reveals nothing about them – this will just leave the audience confused about how they are meant to feel about the character. Reveal the character early and make the first impression a strong one.


  (b) Establish the character in character. From their very first appearance, it should be clear who this person is and what role they are likely to play. A false or confusing first impression can cause problems later. Establish the dominant impression – and then modify it later if necessary.


  (c) Once a character has been introduced, keep them in character. Their dominant impression and dominant attitude should be brought forward each time they appear, reinforcing the audience’s view of the character. Keep them consistent. Even an unreliable, contradictory, or inconsistent character is inconsistent within consistent guidelines so as not to appear totally random.


  Appearance


  While a person’s physiology can have an effect on the development of their personality, there aren’t any cast iron rules. Not every short man has a Napoleon complex. More reliable indicators are those aspects of appearance that a character can control. How they dress, hair length and style, the newspaper they carry, the design and state of their shoes. If there is nothing remarkable about the way a person dresses, then mention it only briefly or not at all. But an unusual or eccentric style of dress can be an effective way of revealing character. Draw attention only to those things that are relevant. Remember that by drawing a reader’s attention to something, you are elevating the importance of that thing.


  Costume


  “Designers are inclined to make people look like models. But essentially, a model is anonymous, she’s a living form to show off clothes. A person wears clothes to express personality.” – Edith Head


  



  “There is a magic power in clothes. They can develop personality.” – Edith Head


  



  When we think about costume we might first think of the elaborate fashions seen in ‘costume dramas’ or those English television adaptations of classic novels. Film and television is a great source of inspiration for character costumes – even for ordinary everyday clothes. The shapes, colours and texture of every costume, however mundane it appears, will have been chosen to achieve and heighten a specific effect, embodying the essence of the character. Soft and flowing, cold and hard, rough and scarred, stained and patched, too large or too small or perfectly tailored, a borrowed garment or a stolen one, a modern fashion or a dated piece, a dress that makes them seem older or younger than their years, an imitation of another person, a careless ensemble, a bohemian one, plain or ornate, sexy or prim, utilitarian or frivolous.


  Clothing can also indicate status or occupation. It can be defensive like armour, reveal an eccentric nature or one obsessed with detail. It might recall better times or reveal someone living beyond their means.


  Movies where costume is a significant feature often have ‘featurettes’ about the costume design as a DVD or BluRay extra and these can provide useful details about the use of costume in storytelling. Listen to the interviews with the designers and the actors who wore the costumes. Alfred Hitchcock, for example, regarded the costumes for his female stars as being a vital element of his films and collaborated with designer Edith Head.


  If a story is set in a particular historical period, a writer has to do research to get the details right. As well as capturing the look of the outfit, be sure to consider the practical aspects including the function of items, what movements they allow or restrict, what protection they are designed to provide, and how long they might take to put on. Garments might also denote status – in terms of their look and their cost. A high-status item is likely to use expensive fabrics, take a great deal of time to create and may require several fittings. And think about how the person wearing the costume might feel – is it comfortable? Too warm or too cold? Tight or loose? Heavy or light? Does it force the wearer to move in a particular way? Does it allow, or require, them to assume a particular role or persona? Remember that for a person of the period, the costume might be unremarkable – it is their normal everyday dress and so, from their point of view, wouldn’t receive much thought. But an outsider – from another place or social class – would see it differently.


  Costume in other genres sometimes seeks to evoke other responses in the audience by drawing on others styles of dress. Leather, rubber and other types of fetish-wear have found their way into a variety of movies, especially the heroic fantasy and superhero genres.


  If costume is a significant feature in the story you are writing, include some books of theatrical or film costume in your research. 


  What Effects Can Be Achieved with Costume?


  The best way to find out how clothing can contribute to the revelation of character is to look at visual examples. Look at the characters in movies and see how what they wear tells you something about who they are. Also look at how costume is used to symbolise changes that the character goes through at different points in the story – influenced either by the plot or by the character development arc.


  There is often a change of costume or appearance at the end of Act I as the hero commits to his ‘quest’ – whether he’s becoming a warrior off to rescue a princess or a young man off on a date with the person he has fallen in love with. In many stories, there is a downward spiral in the hero’s fortunes after the midpoint and this can be reflected in the style or physical condition of this clothing. The clothing reflects the challenges the hero has faced – look at Bruce Willis’ vest/undershirt in Die Hard. Or they reflect a change in the hero’s emotional state – the jilted lover doesn’t care about shaving, clean clothes, or combing his hair.


  A change in costume or style can also denote the hero’s move from false self towards true self. Early on he will dress in a way that reinforces his public façade or persona. This is the person he is pretending to be. He has adopted a ‘look’ – perhaps to fit in with the ‘in crowd’ or to rebel against the ‘mundanes’ but isn’t a true look for him. He may be consciously or unconsciously mimicking the style of someone he admires and aspires to be. Or he may have adopted a style of dress that is effectively a suit of armour, warning people to stay away or making them think he’s tougher than he really is.


  Make-up fits into this category too – some women refer to it as ‘putting on my face,’ which sort of implies that their public persona can be put on and taken off. Or they refer to make-up as their ‘war paint,’ suggesting that going out for an evening is some kind of tribal ritual or battle.


  Some stories feature an ugly duckling to swan makeover that either reveals the character’s true self or is the adoption of a false self, depending on the needs of the story. How many times have we seen the cliché of the hero taking off the girl’s glasses and taking out the one bobby pin that has miraculously held up her hair, allowing it to cascade down to her shoulders almost in slow-motion? Or the tomboyish girl who is given a makeover by her well-meaning (or not) friends so she can get the guy – but he actually preferred her as she was.


  Don’t forget that some characters use costume to deceive others. Disguises – either basic or intricate – are used in many thrillers but people can use clothing to trick people in other situations. This whole section is about how clothing can be used to demonstrate character – it can also be used to assume a false character. People respond to you differently if you’re wearing a faded polo shirt and jeans or neatly pressed slacks and a shirt and tie. This used to happen to me all the time when I used to have a real job. People associate the clothing with a certain type of person and it’s not just simply a blue-collar versus white-collar thing, though that is an element of it. Meet with other creative types and the shirt and tie is probably a mistake.


  When you’re next in town on a workday, observe what people are wearing and try to imagine what led them to choose a particular style of dress. Are they trying to impress? Do they look comfortable in it? Are they fitting in with their colleagues or peers? Or are they deliberately trying to stand out? Look for people who are conservatively dressed but have one stand-out item that gives a hint of their personality.


  Refer back to the lists of character examples in the chapters on the six archetypes and think about the sorts of costumes worn by those characters. Adventurers wear different outfits to Thinkers, reflecting both their personalities and the types of actions they undertake on a daily basis. Warriors dress differently to Artists. When you’re watching movies, try and identify the different character archetypes and note what sort of costumes they wear – look for ideas that you can use for your own story people.


  Similarly, look at movies or television shows where a set of characters wear a uniform – military, police, medical, or simply a lawyer’s suit – and look at how characters with different personalities reveal themselves through the way they wear the uniform. It may be simple as a shirt with a top button open and a tie slightly askew or it may be an obvious form of customisation. Prisoners wear the orange jumpsuit in different ways. In war movies, the military uniform is adapted to suit the person wearing it – the deeper people go into danger, the less formal their appearance tends to be. The TV series M*A*S*H is a great example of how traditional medical and military outfits are customised to reflect character. If you’ve ever worked in an office, think about how people personalise their workspace or cubicle to try and escape that battery hen atmosphere.


  How Are Effects Achieved with Costume?


  Fashion and costume design are specialised fields and I’m not an expert – polo shirts and jeans, remember? I’ve mentioned before that the DVD extras featurettes on costume design for film can be a source of information. There are also books on design for theatrical costume that might be worth a look. But again, looking at films, plays, and TV shows is a good way to see how particular types of character are dressed to create the appropriate visual impression. Here I will just touch on a few factors that are worth looking out for and trying to use in your own work.


  Silhouette 


  First of all, think of the character in a static pose. Not a neutral pose but one that shows their attitude. Now think about how the costume contributes to the display of that attitude. We’re thinking about the basic shape of it here – as if they are standing in an open doorway with the light behind them. What does their outline reveal? What features of the body does the clothing emphasise? This relates to the things that we find physically attractive.


  In men, broad shoulders and a narrow waist are regarded as ideals in much of Western culture. A thicker neck is typically an indication of physical strength – a shirt with a collar can mimic this better than a t-shirt. Muscular thighs tapering to thinner ankles is another sign of physical strength and can be enhanced by the style of a pair of trousers. Large hands and large feet in men tend to be associated with other physical attributes.


  In women, the Western ‘ideal’ requires narrower shoulders and broader hips. Long legs and slim ankles also feature. Long delicate fingers and small feet are also preferred. Think of the ways in which fashion designers use clothes to emphasise these features. High-heel shoes give the appearance of longer legs and also emphasise the shape of the calves – you are also effectively walking on tip-toe and so acquire a particular way of walking. They also make you walk with your spine straighter, though this may be a side-effect of the back pain they cause. 


  If those silhouettes represent a sort of heroic ideal – and to many people they do, no matter how unrealistic the ‘ideal’ is – then we can use it as the baseline to create other impressions of character through the basic shape of clothing. Rather than emphasising ideal features, is the character wearing clothing to compensate for, or hide, what they consider a physical weakness or defect? If so, what does that reveal about them? Do they wear clothing that is inappropriate for their age or body shape? If so, is it a deliberate thumbing of the nose at fashion ideals or are they unaware that they have made a ‘wrong’ choice? 


  You can also think of silhouettes in more symbolic terms. Is this an angular or ‘spiky’ person? Or are they more bulbous? Have a look at the description of the ‘fat man’ in Dashiell Hammett’s The Maltese Falcon – it’s a little over-the-top for a modern reader, perhaps, but it certainly gives a sense of the shape of Caspar Gutman. Compare him to Sam Spade – Humphrey Bogart in the movie and a ‘blond Satan’ in the book. And to the effeminate Joel Cairo – Peter Lorre in the movie – a little man who can’t be trusted.


  To get a feel for the way exaggerated silhouettes can be used to indicate character, see how a cast of characters for a cartoon film is put together. You should be able to find images online of the whole cast of a film standing side by side for comparison.


  Flow


  Having thought about your character in a static – but characteristic – pose, now think of them moving. Is the movement indicative of weight or lightness? Strength? Grace? Youth or age? Are they fleet-footed or lumbering? Twitchy? Mechanical? Jolly or sad? Depressed? Anxious? How does their clothing contribute to – or contrast with – these characteristic movements?


  Fabric can be loose and flow with the movement or it can be tight and form-fitting. Think of the lycra or spandex outfits worn by athletes. Or of the sweeping movements made by a cloak. The way that a garment moves is a result of both its design and the cloth from which it is made. A simple flat Superman-style cloak is light and moves easily to enhance the impression of fast flight. A cloak made a full-circle design contains more material and so moves in a more stately manner. A heavy travelling cloak moves differently to the lighter style that you may see in a Shakespeare play. The soft black leather used in Michael Keaton’s Batman cape had a slow, almost reptilian movement all its own.


  Some fabrics wrinkle and others do not. Does a sleek, smooth appearance suit your character or would they be better presented in a more dishevelled style? 


  Practicality


  Some types of clothing restrict movement. Some has protection built into it – whether that is the leather elbow patches on a corduroy jacket or the Kevlar in a motorcycle jacket. Trousers for workmen may have reinforced knees or feature reflective bands. They have pockets for tools. Uniforms have features so that other equipment may be attached. Toolbelts and ammunition belts may be a part of the costume.


  Some clothing is hardwearing while other garments are designed for single-use or occasional use. A wedding dress or a ball gown is not designed for constant use or for practicality. Other outfits – especially official costumes for royalty or religion – have a sense of ritual about their donning and their wearing. 


  Some items of clothing are especially impractical. Female characters in comic books and computer games traditionally have the least practical outfits of all. They are often deliberately or subconsciously fashioned on fetishwear. Skimpy outfits in rubber, leather and lace are probably less than ideal for crime-fighting. It has often been noted that in the first half of the twentieth century, science fiction illustration depicted men in heavy protective spacesuits while women had to make do with transparent coverings and brass brassieres. Objectification of the female body probably hasn’t lessened greatly since then, but the male body is now treated in a similar way.


  Clothing can reveal or conceal the body beneath. How overt you wish the revelation to be depends to some extent on the character you are portraying. Sometimes it is more fun to hint at what lies beneath and leave the rest to the imagination. Also, bear in mind that in most cultures there is some form of nudity taboo and that within any culture there are likely to be people who feel varying degrees of discomfort when faced with a naked human form.


  Texture


  The sense of touch is often neglected in written fiction, but it is possible to evoke these physical sensations. Compare a harsh hessian-type sack with a silk handkerchief. The organic feel of chamois leather against man-made PVC. Think of the static crackle you feel when pulling off a sweater. Or the way that wet wool smells when you come inside on an autumn day. Natural fibres versus nylon. Real fur and fun-fur. Denim or wool. Velvet or tweed.


  Texture is one of the things that affects how a fabric moves. It also reflects light in a different way. Some fabrics look glossy and wet and others look dry. Heavy fabrics keep us warm in winter and in summer light fabrics keep us cool and protect us from the heat of the sun. Hats keep off rain or shade us from the glare of the midday sun. Some fabrics absorb moisture, others allow droplets to bead on the surface.


  Almost any human emotion you want to evoke can be achieved through the texture of an object or a fabric. Comparing the feel of a surface to something that recalls happy feelings or comfort – grandma’s hand-crocheted blanket – or something repulsive, such as the cold slackness of plucked chicken’s skin, can be extremely effective. You can affect the way we perceive a character by using these similes in describing their costume. But don’t overdo it – these are seasoning, not the dish.


  Texture also defines how a material sounds when it moves. There is the swish of a silk stocking or that sound corduroy slacks make when a person walks. The creak of leather – and new leather sounds different to old, well-worn leather. Cotton has a cool, dry sound – we make towels from it. Silk is slippery, almost soundless. What about the sound wellington boots make when you walk in them? Or wet sneakers? Flip-flops. Leather soles. Stilettoes. Metal buckles and press-studs. Zippers. Tearing fabric. Velcro. The squeak of rubber-soled shoes. The flapping sound of a cape. Are any of these sounds you could associate with your character to bring them to life?


  Colour


  Google ‘psychology of colour’ and you’ll see that many colours are associated with particular sensations or emotions. From school we all remember that some colours are warm and some are cool, some complement others and others contrast. There are natural ‘earth’ tones. There are ‘autumnal’ colours. Yellow is sunny. White and pale blues can be icy – but cornflower blue has a more summery feel about it. Some colours are soothing – so are used to paint prison cell walls. Some are neutral – so we cover up the turquoise ‘feature’ wall with magnolia when we want to sell our home. Primary colours in combination are associated with children, toys, and play. Dark reds are associated with blood and wine – or is that just me? Bright red is hot and sexy. Purple was regarded as a royal colour in the past. White was associated with good – white knights or white hats – and black was associated with the baddies. All of these associations can be used to create descriptions of character costumes – they’re almost a short-hand to emotional impact.


  In fashion, certain colours are thought to be worn best by people with a particular skin tone or hair colour – though redheads probably get tired of being told what colours they ‘should’ and ‘shouldn’t’ wear.


  With colour, sometimes less is more. A single instance of colour can have a tremendous impact. Black dress, black stockings, black shoes, red lipstick. The contrast is dramatic. Sometimes you will see an ‘unexpected’ colour used – white lipstick or pink Doc Marten boots – and this too can be striking. Especially on a guy. ‘Odd’ combinations of colour can also work. How would your character use colour?


  Some people wear colours that drawn attention to them while others choose tones that allow them to avoid being noticed – which brings us to the final concept.


  Harmony & Contrast


  The clothing that a character wears can be in keeping with their surroundings and the people around them – or it can clash with them. Which of the two would your character choose? In different circumstances, they may make different choices. Sometimes we need – or want – to say ‘I fit in here’ or ‘I belong to this group.’ At other times we want to say ‘I’m not the same as them.’ Any of these statements can be achieved via the style of clothes we wear, the textures, and the colours. If you’re the only guy at the prom in a lime-green tuxedo, you’re making some kind of statement.


  Smugglers, terrorists, and thieves do not want to have attention drawn to them, so they will try and blend in with the people around them. But there are situations when we want to do the same thing. If I have a big spot on my nose, the last thing I want to wear is a pair of glasses that say ‘Look at me!’ Or if I am accompanying a friend on a day that is special to her, I don’t want to be dressed in a way that draws attention from her to me. At the airport, you don’t want to be dressed in a way that says ‘I need a body cavity search.’ Unless that is what you want, obviously.


  Some situations require certain kinds of clothing. A wedding. A job interview. A visit to certain places of worship. The sports field. Prison. The country club. The nightclub. Scuba diving. Some characters are okay with conformity – others feel a need to rebel. How would your character react? ‘Do you have these flippers in teal?’


  Hair & Make-Up


  We can think of hair in much the same way as the fabric of a costume. It can be either a static part of the silhouette or it can be long and flow along with the movement of the character. A person’s hair colour may be natural or come out of a bottle. If a person has changed their hair colour, we need to know why. Have they changed it to imitate another natural hair shade – because blondes have more fun, perhaps? Or have they chosen a completely fake colour – because electric blue draws more attention than that mousey brown colour?


  There are certain myths or traditions associated with hair colour – people with red hair are meant to have hot tempers; blonde heroines are innocent (read ‘virginal’) while women with darker hair are supposed to be ‘earthier’ and more worldly-wise. These are story clichés that are probably as old as the black hat/knight versus white hat/knight one. This sort of stereotype is probably only useful today if you want to use it against your reader – playing on their stereotypical assumptions in order to surprise them later.


  Hair has texture too – it can be shiny and silky smooth; tightly curled, wavy, or crewcut. It can be uncared for and have split-ends. It can feel wiry like Brillo pads. Wet hair moves differently to dry hair. Hairspray can keep a style static and oil can make it glossy and dark.


  Hairstyles can be fashionable, practical, or defensive. Men may go to extreme lengths (pun intended) to create a comb-over or a comb-forward to try and hide their baldness. Or they may defiantly shave the sides to match the top. Hair plugs, weaves, and toupees may be employed to maintain the illusion of a full head of hair. There’s an almost Samson-like association of hair with strength or virility and a man’s attempt to fake this tells you something about his character.


  Long hair on men has different associations for different people. Some still associate it with hippies and/or effeminacy. Others regard it as being as masculine as a lion’s mane. Grey hair can be a sign of age and infirmity or the attraction of a ‘silver fox.’ Salt ‘n’ pepper is a sign of maturity.


  Beards seemed to be out of fashion for a couple of decades and then came back with associations to the ‘hipster’ – a word from another era that was also dusted off. Body hair is also no longer taboo – though some still prefer to stick with waxing and manscaping. What is your character’s view on what constitutes masculinity and at what point does this cross the line into vanity for them? What lengths would they go to to achieve and maintain a particular look and what things would they never do? Where do they stand on spray tans, waxing your armpits, and Botox injections? What hair products do they use? And would they ever sport a mullet?


  Hairstyles for women seem – to an outsider – to be a much more complicated affair. Compared to a man’s haircut at the barbers’, a woman’s visit to the hairdresser is a much bigger investment – in terms of both time and cost. If you’re going to give your character a particular hairstyle, know its proper name and how long it takes to achieve. Know what it takes to maintain it during the day. And know what happens to it as it begins to come undone – which it will if she finds herself on the run in a thriller. 


  Hairstyles need to be chosen that are appropriate to a particular historical period and to socio-economic group. Different styles might be worn for special occasions or different times of the year. Some can be worn with a hat or hood and others cannot – a beehive and motorcycle helmet could be tricky. The practicalities of a style have to be born in mind – even if that only goes as far as how do you dry it if you get caught in a rainstorm?


  There is a certain degree of poetic licence allowed when it comes to hair in films and novels – we assume it looks after itself unless it is relevant to the plot in some way.


  Make-up can be used in two ways (or not at all). It can enhance the natural features of the face and be almost invisible – in which case, in describing the character you would stick to describing the enhanced feature. Or it can be used in a more obvious manner, in which case it is a feature that you would draw attention to in the description. A person chooses their make-up in terms of the ‘mask’ they want to present to the world – and that mask is chosen as a result of the influence of their true self and their false self. Their choices are not always good ones – but nobody (with the exception of drag queens) chooses to go over-the-top with make-up and totally obliterate their real face, though sometimes it happens. If, like me, you’re unfamiliar with the lengths that some people will go to to ‘put on their face’ then YouTube will fill this void in your life. Who knew that when it comes to fake eyelashes, one pair may not be enough? Or that preparing the surface and layering the colour on a face has much in common with respraying a car? 


  If you are an actor in a film or a play, all of these costume, hair and make-up choices may have been made for you or you may only have limited opportunity to make minor changes. In those cases, how you wear the costume and how you stand and move in it will be the way in which you reveal character visually.


  Character Description


  Physical description includes everything to do with the character’s external appearance, from their body shape, their physical health, skin, hair and eye colour; to how they choose – or are forced – to dress; to their body language and expressions. Although we tend to concentrate on visual description, novelists in particular can also refer to how a person smells, tastes, and how the textures of their skin or clothing feel. Choose physical details that express character; if something about a character isn’t characteristic, then don’t mention it.


  Screenwriters are taught to keep their descriptions brief – too much solid black text on a page is a bad thing. Any paragraphs of text that do appear should be reserved for describing action, not people or things. A good screenwriter will wrap their descriptions of things up in the action in order to keep the story moving. This is, in part, because a screenwriter’s input into the visual look of character and costume is relatively small and takes the form of ‘serving suggestions.’ Descriptive passages in a script are brief and intended to give a flavour only – so the writer picks vivid, significant details. You only need a couple of evocative phrases or similes to make the character come alive in the screenplay reader’s mind.


  Novelists don’t face the same restrictions and have more space in which to describe their story people, but even here I think they could learn something from the screenplay. Briefer is better.


  Movie-making is a collaborative art and the screenplay is a working document – a blueprint, perhaps – rather than a finished work of art. Doesn’t that make them a very different thing to a novel? Yes, but not to the extent that you might imagine. Looking at how a screenplay handles dialogue, structure, and pace can teach a novelist a great deal about economical storytelling. And despite what we may believe, a novel is not a standalone work with a single author – it is a collaboration between author and reader. The prose needs to leave room for the reader to exercise their own imagination. We should not describe every person, action and object in exquisite detail – rather we should include a selection of telling details that are evocative of the whole. We prompt the reader with a few small elements that allow them to construct the whole image in their head based on their own life experiences. No two people read the same novel in the same way – if the author introduces a red door, we each imagine a red door that we have seen at some point in a shade of red that seems right to us. The same is true with the description of characters.


  Most of the physical details about a character are actually pretty irrelevant. How is hair colour or eye colour important to the story? If I say ‘James Bond’ or ‘Sam Spade’ the image you conjure up in your mind’s eye probably doesn’t match the description the author gave in the original novel. All we need is a few vivid details – things that are not seen every day – and we can let the reader do the rest. Again, it is the ‘tip of the iceberg’ thing.


  When writing character descriptions, try and use simile and metaphor in a way that reflects the personality of the character. Use bright and sunny things for a positive, happy character, for example. You can also use their point of view or ‘pathetic fallacy’ so that descriptions of places and things reflect the character’s feelings in the moment.


  Write a one-page description of your character using as many of the elements above as you can. Then cut it down to a paragraph or a couple of sentences. Distil the essence of the character into a few vivid phrases. Establish that dramatic silhouette and then make it move, and finally add a few distinctive details.


  If you struggle with character description, collect examples from novels and/or screenplays as you read. I would stick to more modern novels – Dickens probably isn’t a good model to imitate, at least not in terms of vocabulary and sentence structure. Though taking his characters and recreating them in a modern style might be a worthwhile exercise.


  Tags


  Since we’re talking about character description, this is probably a good place to mention tags. A tag is effectively a ‘label’ that you hang on a character so that the reader can tell one character from another. It is related to the dominant attitude, but can also include a distinctive aspect of appearance, speech, mannerism or action. A tag should distinguish one character from another, so it is important that they contrast with those of another character. And a tag should also be characteristic of that person, helping to reveal something about him. Major characters may have several tags, minor characters only one.


  Tags are bits of description or actions that we can use each time a character appears in the story so that the reader ‘recognises’ them. A character might be the one with the lisp, or the one with the missing finger, or the one who tosses the coin, or the one who keeps calling the heroine m’dear. Some tags relate to appearance – a scar, a limp, a stand-out piece of clothing or a prop; others relate to speech – accent, vocabulary, pace; and others are mannerisms – little movements that catch the eye and imply character. Most major characters will have at least a couple of these. We might ‘see’ a character as ‘the tall ginger-haired man with the purple shoes’ or ‘the old Asian woman smoking a pipe.’ Look for unique combinations of details that help us recognise the person and remember where we saw them before – there are a lot of characters to keep track of in a novel. Try and choose details that characterise the person.


  The main character will have tags that support the dominant impression. But they will have secondary and perhaps contradictory tags that remind us of another side of their character – the modification. These people appear on stage more often and so we have the opportunity to find out more about then and see more of their dimensionality. 


  Walter S. Campbell, in Writing Magazine Fiction, wrote that there are five types of labels we can apply to a character: tags of appearance, expression, mannerism, habit, and thought. One or more of these tags should be used whenever a character appears – particularly in a novel – so that the reader can identify him and remember who he is. 


  A tag of appearance is any ‘sensory impression’ that distinguishes one character from another. An expression is a ‘word or phrase or peculiarity of speech.’ A mannerism or gesture is an unconscious action that a character repeats. A habit is similarly something that the character repeats without being aware of it, and can be an action or a way of behaving, or an affectation or quirk, and can involve things that are carried out like a kind of ritual, more on this under business and props below. A tag of thought might relate to how the character thinks – are they quick- or slow-witted? Or are they forgetful? Or easily distracted? Indecisive?


  Business


  Business is a term sometimes used by actors, and refers to the handling of props or other small actions that designed to reveal character: it is a way of externalising a character’s inner thoughts or emotions. It is also sometimes referred to as ‘doings.’ Ivana Chubbuck, in The Power of the Actor, says that while a character’s words may be lies, their actions always reveal the truth. A character’s doings in a scene can reveal their fears, their social background, their educational level, their financial status, and/or how they really feel about another person or a situation. ‘Business’ can include how a character handles money or jewellery, cooking utensils, costume items, furniture, motor vehicles, a pet, or a weapon. What a person chooses to wear tells us something about them – it shows us what persona they want to present to the world – but how they handle those items of clothing in private can reveal something much more important: their true feelings about their persona. Are they proud of it, handing the costume items reverently, or are they ashamed of them, tearing off the costume and tossing it aside?


  The choice of physical props – from ‘properties’ – reveals something about character too. An item may tell us something about a character’s mental state or their emotions – do they yearn for the past or do they want to eradicate it, for example? Are they sentimental or ruthless? It may reveal something of their economic background – what does a piggy bank that has obviously been smashed and glued back together, perhaps more than once, tell us about a person? Or a framed cheque or lottery ticket? A prop may tell us about a person’s job and/or employment status. Or about their sexual peccadilloes. Their geographical location or origins. Sporting or political affiliations...


  Movement


  I will cover facial expression and body language in the next chapter – here I want to look at two approaches to movement that will probably be familiar to actors but less so to writers – Michael Chekhov’s psychological gestures and Laban movement analysis.


  The Psychological Gesture


  Michael Chekhov (1891-1955) was a Russian-born actor, director and teacher – he was the nephew of playwright Anton Chekhov and a pupil of Stanislavski. His acting techniques have been used by Jack Nicholson, Clint Eastwood, Marilyn Monroe, Anthony Hopkins, Johnny Depp, and Yul Brynner. They were later gathered into a book, On the Technique of Acting. 


  Chekhov developed the psychological gesture as a tool to help actors portray externally the inner ‘psychology’ of their character. It is a symbolic gesture designed to unite imagination and physical expression in order to portray feeling and intent in a scene. The gesture embodies the action that the character would like to make in a particular scene – even though he or she may never actually carry out the action. Imagine that you are being confronted by someone that you dislike – you would like to push them away, but you can’t because it would be inappropriate to the circumstances. But as you act the scene – or write it – you keep the image of pushing the person away in your mind’s eye and this will help you subtly perform – or write – the unspoken, unacted desire.


  Chekhov began with purpose – what a character wants to achieve. But he felt that moving directly to motivation – to the why – was too intellectual, too cognitive, and restricted the imagination. Instead, he advised his students to concentrate on the how – How will I achieve this? The why could then be discovered later in the process of preparing for a role. The how takes you straight to action – which can be performed – rather than to thought, which cannot. Any purpose – a need, a goal, a desire – implies an action. Imagine the action and you can perform the subtext of a scene.


  Proponents of the Chekhov method suggest that there are a limited number of archetypal movements that can be used – that all actions are variations on or combinations of these archetypes. Different lists are given in different sources – push, pull, throw, lift, crush, for example. Lenard Petit in The Michael Chekhov Handbook: For the Actor (Routledge, 2009) suggests three pairings: I Want - I Reject, I Give - I Take, I Hold My Ground - I Yield. Any action, he says, can be thought of as being one of these six.


  Add a reason to one of these archetypal movements and you have a psychological gesture.


   


  Movement + Intent = Gesture


  



  A psychological gesture can be used for an individual speech in a play and/or for the overall action of the character in the play. Originally the psychological gesture was intended to be used during rehearsals until it became a natural part of the work, and then it was kept in the imagination and not ever shown to the audience. The memory of the gesture and its meaning would then be reflected in the other movements performed by the actor during the course of the actual performance. Envisioning the gesture helps the actor to stay in character. These are sometimes referred to as ‘hidden’ psychological gestures to distinguish them from gestures used in a performance that are used to portray psychological meaning. 


  Laban Movement Analysis


  Rudolf Laban (1879-1958) was a dancer, choreographer and teacher. His theories form the basis of Laban Movement Analysis – a process for analysing dance and other human movements – and Labanotation (or Kinetography Laban), which is a system for recording dance and other movements. As well as teaching dance, he studied human movement in industrial settings – his 1947 book Effort examined the time taken and the energy used to perform workplace tasks. He published The Mastery of Movement on the Stage in 1950 (later editions are titled The Mastery of Movement). 


  Laban’s theories for analysing movement are detailed and complex – and are probably best learned in the context of a dance or acting class involving the practice of the movements. But I want to introduce some of the fundamental ideas here because I think they are useful when we think about writing or performing movement. Specifically, we can think about the direction and level of the movement; the parts of the body doing the movement; the duration of the movement, and the dynamic quality of the movement.


  The basics are often summarised using the acronym BESS – Body, Effort, Shape, and Space.


  Body


  This involves thinking about which parts of the body are moving, which parts are connected, and which are influenced by others. These are considered in terms of the extremities and of the body’s joints. Breathing also has to be taken into account – is it in harmony with the movement, does it aid the movement or interfere with it, is it held, or is it neglected? Attitude or posture is also important – is it maintained consistently during the movement or does it change? And we must consider which body parts move and which do not. Where does the movement begin? Which body part leads?


  What is the sequencing of movement – how does it spread through the body? Simultaneous – all body parts required for the movement occur at once. Successive – movement flows from one adjacent body part to another. Sequential – movement flows sequentially through non-adjacent body parts. Thinking about this can help us visualise the movement.


  Effort


  Effort refers to dynamic qualities of the movement and is also related to the intention behind it. Dynamics include the raising or lowering of energy resulting from the physical or emotional intent – that is, whether a movement is physically forceful or the result of an intense emotional state.


  Effort reflects the attitude of the person towards investing energy in the movement. It has four sub-categories or effort factors (or motion factors) each of which has two opposite polarities or effort elements:


  



  Space – Direct  / Indirect


  Weight  – Strong  / Light


  Time  – Sudden / Sustained


  Flow  – Bound / Free


  



  The elements on the left – Direct, Strong, Sudden, Bound – are referred to as the fighting effort elements; while indirect, light, sustained, and free are called indulging.


  Combinations of the effort factors are referred to as the Effort Actions or Action Drive. The eight combinations are given descriptive names that are useful in thinking about individual movements and their qualities:


  



  Dab – direct, light, sudden, bound


  Flick – indirect, light, sudden, free


  Float – indirect, light, sustained, free


  Glide – direct, light, sustained, free


  Press – direct, strong, sustained, bound


  Punch (or Thrust) – direct, strong, sudden, bound


  Slash – indirect, strong, sudden, free


  Wring – indirect, strong, sustained, bound


  



  Compare, as an example, the action of reaching for a glass with that of a punch. They involve similar body movements, but the intention, the timing, and the force expended are very different – a glide versus a punch/thrust.


  Irmgard Bartenieff was mentored by Laban and later expanded on his ideas in her own teaching. She showed how the four effort factors were linked to qualities that suggest an inner state of mind:


  



  Space to Attention – thinking and orienting oneself. Attention can be direct and focused on a single thing, or indirect or flexible, seeing different options.


  Weight to Intention – Do I want to create a strong or light impact?


  Time to Choice/Decision – Is urgency required or can I linger or delay?


  Flow to Progression – How do I get started and how do I keep going? Do I proceed carefully or feely?


  Shape


  Where the Body category is concerned with the movements made by the parts of the body, Shape relates to the way that the body as a whole changes shape during a movement. There are several sub-categories here:


  



  Basic Shape Forms are the static shapes that the body takes – wall-like, pin-like, ball-like, pyramidal, or screw-like.


  



  Modes of Shape Change  refer to the way the body interacts with and relates to the environment. There are three Modes of Shape Change:


  
    	Shape Flow – the relationship of the body to itself, e.g. in movements such as shivering, shrugging, rubbing an injured limb, or stretching.



    	Directional – relating to where the body is directed toward some point in the environment, divided into Spoke-like (punching, pointing, etc) or Arc-like (swinging a bat, painting a wall)



    	Carving (or Shaping) – how the body is actively interacting with the three-dimensional volume of the environment; moulding the environment or adapting with it – e.g. wringing out a cloth, miming the shape of an object, kneading dough.


  


  


  Shape Qualities describe how the body is actively changing toward some point in space – broad terms here include opening (growing larger with more extension) or closing (growing smaller with more contraction). More specific terms include rising, sinking, spreading, enclosing, advancing, and retreating.


  



  Shape Flow Support describes the way in which the torso can change in shape to support movements in the rest of the body.


  Space


  Laban movement analysis uses nine directions in space radiating out from the body in three dimensions and three levels of movement – high, middle, and low (or deep).


  



  General Space. This is the entire environment – a room or a street or wherever.


  



  Kinesphere is what we may think of as ‘personal space’ and here specifically refers to the space around a person that is within reach of the limbs without shifting the whole body position.


  



  Levels. Laban believed there were three ‘types’ of dancer – or movers generally. Those who enjoy moving in a High Level such as leaping off the ground; those who like to love in the central or Middle Level, whose bodies lead with more sensuous movement; and those who prefer to move in the deep or Low Level with more earth-bound movements.


  Inner Attitudes


  Laban also defined six inner attitudes in his book Effort, each of which consists of a combination of two effort factors:


  



  Stable = Weight + Space


  Mobile = Flow + Time


  Near = Weight + Time


  Remote = Flow + Space


  Awake = Space + Time


  Adream = Flow + Weight


  



  Yat Malmgren (1916-2002) was a dancer and acting teacher who developed his own system for character development utilising the methods of Stanislavski, Jung’s character types, and Laban’s movement theories. Malmgren taught a number of well-known actors including Sean Connery, Colin Firth, Anthony Hopkins, Michael Fassbender, and Tom Hardy. Approaching Laban’s six inner attitudes from the viewpoint of Jung’s character types, Malmgren believed that three of the inner attitudes were ‘fundamental’ and three were ‘derivative’. The fundamental inner attitudes are – near, mobile, and awake, which he regarded as representing the ‘pure’ types of sensing, feeling, and thinking respectively.


  Matching these to our primary archetypes we get:


  



  Warrior – Near – Sensing


  Carer – Feeling – Mobile


  Thinker – Thinking – Awake


  



  Malmgren then combines the three ‘pure’ types to produce three ‘derivatives’:


  



  Near + Awake = Stable


  Near + Mobile = Adream


  Awake + Mobile = Remote


   


  Again, matching these to our ‘hybrid’ archetypes we get:


  



  Stable = Near + Awake = Warrior + Thinker = Crusader


  Adream = Near + Mobile = Warrior + Carer = Adventurer


  Remote = Awake + Mobile = Thinker + Carer = Artist


  



  In theory, this gives us a close match between our six character archetypes and Laban’s six inner attitudes – providing us with a model for each archetype’s movement.


  In the Laban-Malmgren model, each of the six Inner Attitude types has four variations that are expressed with different sorts of movement. This is a level of detail that I don’t want to go into here as it takes us away from the simplicity of the Character Palette approach. But, as an example, for the Near type the variations are along the lines of (i) a warrior-fighter, (ii) a businessman, (iii) an affected and imperious Lady Bracknell character, and (iv) a ‘pert’ hen-pecking type.


  If you want to explore this in more detail, Vladimir Mirodan’s PhD thesis The Way of Transformation: The Laban-Malmgren System of Dramatic Character Analysis (1997) provides detailed coverage – it is available online, see the Bibliography for details. 


  Voice


  A character’s ‘voice’ is made up of a number of things:


  


  
    	Dialogue – diction, the choice of words spoken (vocabulary) and the structure of the sentences in which they are used (syntax) 



    	Pitch – the actual sound, high or low, that the character makes when speaking



    	Rhythm – the pattern in which syllables are stressed or emphasised in terms of the length, volume, or pitch of the sound



    	Tempo – how quickly or slowly someone speaks



    	Intonation – the rise and fall in the pitch of the voice, sometimes referred to as ‘musicality’



    	Emotion – the character’s current state of mind



    	Attitude – the character’s point of view or philosophy of life



    	Non-verbal sounds – sounds used instead of words to convey or emphasise meaning



    	Accent or dialect – the way words are pronounced


  


  


  Writing dialogue is a skill that novelists and screenwriters have to learn and practice, and it is beyond the scope of this book. Here we are concerned with how to deliver dialogue in a way that reveals character. ‘In character’ dialogue may include slang, dialect and words or phrases that other characters would not use – we will touch on this under accent below.


  Characters reveal themselves in what they say. A single speech or statement can reveal a person’s attitude and some aspects of their background – from the accent for a geographical region to the vocabulary that indicates social class and level of education. A response to a simple question – e.g. What would you like to drink? – can be ‘in character’. Is the character forthright in their speech? Authoritative? Hesitant? Do they speak quickly or more slowly? Speech can also be an indicator of age or physical strength (or lack of it).


  Speech includes what the character says and how he says it. This can include accent, tone of voice, choice of words – including idiom, simile and metaphor – and the sound a person’s voice makes. In writing, try to avoid clichés like ‘nasal’ and ‘guttural.’ 


  Things a character won’t or can’t say are also significant. A reluctance to use swear words or to blaspheme is an indicator of character. So is the fact that someone cannot seem to say the words ‘I’m sorry’ or ‘I love you.’


  The way people speak is influenced by location and situation. We use different word choices and ways of speaking if we are at work, in college, at home with our parents, playing with the kids, in a bar, or speed-dating. At different times we might be trying to impress someone, belittle them, or convince them that we know more about cars than we really do in order to make sure the garage doesn’t rip us off. The mood we are in or our emotional state can affect how we talk. If we are nervous or agitated, it is reflected in our speech – even if we are trying to hide it. And if we spend a lot of time with the same group of people, we tend to adopt their speech patterns, vocabulary, and even their accent.


  Occupations typically have jargon, acronyms, and technical terms that are used on a daily basis. You often also find unofficial slang and occupation-related humour or in-jokes. Even outside work, some of this stuff is likely to creep into conversation and a person may use similes or metaphors from their area of expertise. Farmers will use farming metaphors, fishermen are likely to use imagery relating to the sea and boats, a soldier will use military jargon, and a writer will drop the name of the bestselling author they once met years ago in a lift in a hotel.


  Voice isn’t just about the sounds that come out of the character’s mouth. The words chosen and the way in which they are spoken is part of it. But voice also includes point of view, their attitude, which affects how the character sees the world and responds to it. A pessimistic character has a pessimistic voice. A cynical character has a cynical voice. As well as what the character says out loud, it is also the voice that goes on inside their head – the stream of consciousness that is their thoughts. That inner voice also reflects their character. 


  The internal and external voices may not sound exactly alike. The internal voice might sound and say things as if we are in a private place confiding to someone we trust absolutely. Or it may be like an over-critical parent constantly scolding us. Our outer voice is more like the façade we put up in the public – reflecting who we want people to believe we are.


  In writing, your goal with voice is to make each character ‘sound’ unique, and be consistent in that uniqueness, such that you can take any line of dialogue from your story and know who is speaking it without needing a ‘Bert said’ or ‘Ernie said’ attribution tag.


  Some of the things listed at the beginning of this section are qualities of the voice – pitch, rhythm, tempo, and intonation. The terms are closely related to ones used in music. Emotion and attitude refer to feelings that are communicated non-verbally. Accent is generally an indicator of the geographical location that a person hails from, though some accents can convey additional information about social class or upbringing.


  Qualities of the Voice


  We can borrow terms used in classical music to refer to the pitch or range of a voice – from lowest to highest they are: bass (the lowest male voice), baritone (again male only), tenor (the highest male voice), contralto (the lowest female voice which may also overlap with the tenor), soprano (the highest female voice). Men who sing in a falsetto voice sing in the same range as women and are referred to as countertenors. A castrato also sings in the female soprano to contralto range. Children’s singing voices are referred to as trebles. To some extent these terms – part from the bass and the soprano – require some familiarity with classical music and so wouldn’t be appropriate for use in all genres of fiction. You could also compare a voice to a particular kind of musical instrument to give clue as to how it sounds.


  Away from the world of music, you can compare a voice with other types of sounds – animals, a type of car engine, or any other sound that you might expect a reader to be familiar with. Perhaps a dry whisper like autumn leaves or the creak of a rusty hinge. A voice can have a hoarse, rasping sound or a smoothly flowing one. They might sound like a late night radio host or a fairground barker. Try and choose something that suggests both the sound and the attitude of the character.


  The rhythm is another term we take from music and also from dancing. It refers to the pattern in which strong and weak sounds or motions occur. In speech it refers to the way syllables in words are stressed – made longer and/or louder or of higher or lower pitch. It also includes how pauses or silence are used by a person speaking. Related terms from music are pulse, beat and measure. In poetry, rhythmic structure is referred to as meter and is based on stressed syllables – as an example, Shakespeare’s plays are written in iambic pentameter. In English, we learn which syllable is normally stressed in a word, absorbing it as children without even being aware of it. Non-native speakers, especially those whose native tongue has a much more uniform stress pattern than English, may have trouble capturing the rhythm of spoken English.


  To add to the confusion, in English we have the homograph – literally meaning words that are ‘written the same’ but which have a different meaning. Sometimes, but not always, the way that a word is pronounced indicates which of the two meanings are intended. Examples include bass, as in a bass instrument or a type of fish; wind as in a movement of air versus ‘to wind a clock’; a minute of time versus a minute amount; to frequent a pub versus being a frequent visitor. 


  Intonation refers to the pattern of pitch changes in sentences and phrases. We may increase or lower the pitch of a sound to add emphasis – ‘I did not!’ – or at the end of a sentence to indicate a question – ‘He said what?’


  The same words can mean different things depending on where we place the emphasis:


  “Do you love me?”


  “Do you love me?”


  “Do you love me?”


  “Do you love me?”


  Non-Verbal Sounds


  The study of non-verbal sounds used in communication, as mentioned before, is called vocalics or paralanguage. Its study was pioneered by the linguist George L. Trager in the 1950s. The Wikipedia entry on paralanguage says it is a ‘component of meta-communication’ – that is, ‘secondary communication (including indirect cues) about how a piece of information is meant to be interpreted’ – that can be used to ‘modify meaning, give nuanced meaning, or convey emotion’ and includes such things as prosody, pitch, volume, intonation, etc.


  The loudness, tempo, rhythm, tone and pitch of a voice can communicate emotion or attitude. Typically, attitudes and attempts to fake or hide emotion are conscious while genuine emotion is expressed unconsciously. Non-verbal sounds can also be used to communicate meaning or to emphasise meaning.


  Non-verbal sounds include gasps, sighs, hmms, and throat clears. A gasp is a sudden inhalation of air through the mouth that may indicate panic, surprise, shock, or disgust. The sound is often made unconsciously. A sigh is a short or long exhalation of air through the mouth or nose. It tends to be associated with negative feelings such as boredom, futility, dismay, disappointment or resignation but it can also indicate positive feelings such as relief or satisfaction. A sigh may be made unconsciously or deliberately.


  Clearing the throat or giving a small cough van be used to announce one’s presence or to convey disapproval or mild annoyance. It is typically written as ‘ahem.’


  The ‘hmm’ sound usually denotes a very brief pause to think or to find the right word. The sound can also be turned into a question that effectively means ‘Yes, what do you want?’ Real-world speech is littered with ‘ums’ and ‘erms’ as people figure out what they mean to say as they say it. Fictional dialogue uses much fewer of these sounds and those that are used tend to be there for a deliberate effect. A person who seems to be uncertain about what they are saying is referred to as ‘hemming and hawing.’ ‘Mmm’ can also be used as a positive sound that indicates something is ‘tasty.’


  Other non-verbal sounds include ‘huh’, ‘ah’, ‘uh’, ‘ugh’ and two that are closely related but have opposite meanings ‘uh-huh’ (yes) and ‘huh-uh’ (no).


  Non-verbal sounds can be used to provide verbal ‘ticks’ or ‘tags’ to help create a distinctive speech pattern for a character. They need to be used sparingly – not every character should have such a verbal tick and those that do should not overuse them to the point of irritating a reader or listener.


  Paralinguistics is not only concerned with the use of these small sounds. Prosody includes larger units of speech that contribute to intonation, stress, and rhythm. This includes whether something said is a statement, a command, or a question and also whether it is meant to be taken as ironic or sarcastic. Contributing factors include the pitch of the voice (high or low), its volume (soft or loud), and its timbre.


  Accent & Dialect


  Although accent or dialect seems an obvious way to make characters sound different from each other, it is a risky strategy. If you’re an actor, Google ‘worst accents in movies’ and you’ll see awful and laughable examples of often highly talented actors struggling to maintain a consistent accent throughout a film. A bad accent detracts from a performance to the extent that no accent is better. Sean Connery always stuck with what he was comfortable doing and played Russian, Spanish and Irish characters with his own Scottish accent. Even an authentic-sounding accent can come across as insensitive, stereotyped and racist. George Lucas even managed to upset moviegoers with a ‘racist’ made-up accent.


  Writer’s face similar challenges when they try and depict an accent or dialect phonetically. In Huckleberry Finn, Mark Twain wrote regional dialect that probably amused people when it was originally published, but today some of it comes across as racially insensitive. If you are trying to capture an accent other than your own, then you have to be very sure of what you’re doing and aware of how others might perceive what you write. Remember that communication isn’t just about what you mean – what you encode into your story – it also involves how other people read and decode it. If people don’t ‘get’ what you meant, the fault isn’t necessarily with them.


  My advice to writers would be to try and convey an accent through word choice, idiom, the rhythm of the speech and sentence structure, rather than by laboriously mimicking the speech with phonetic spellings, awkward punctuation and other tricks. This requires study and practice. If you are going to write a character who speaks with an accent, develop the accent as you develop your character profile and keep notes about how you intend to (consistently) represent it in dialogue. You don’t want readers put off by odd-looking dialogue, because if they find it difficult to read, they will probably give up on your story.


  A book on accents that might be of help to you is Accents: A Manual for Actors by Robert Blumenfeld. It covers a range of accents and includes a CD with examples of fifty-two of them – some of which are better than others. You can search your favourite online bookstore for similar texts – there are some that focus on a single accent – but check the price before you order as some of them aren’t cheap. YouTube also has many videos – search for ‘How to do an X accent.’ Your mileage may vary. While you’re procrastinating researching online, search for videos in which a comedian reveals ‘how to do impressions’ of celebrity voices. See what sort of catch-phrases, verbal ticks, and variations in rhythm and cadence they pick up on.


  Remember also that accents change over time. Upper-class English and American accents of the 1890s sound very different from the usual ‘well-spoken’ American or English person of today. 


  Practising Your Character’s Voice


  If you’re an actor, you can walk around and use the character’s voice for a while, testing it out on people you know. They will really enjoy that. If you’re a writer you can test out the accent by making up a scene or by rewriting some existing dialogue in the style of your character. Download a movie script with good dialogue scenes – Best Screenplay Oscar-winners are a good bet – and redo some dialogue. Replace the two characters in When Harry Met Sally with two of your characters. Take a famous speech and redo that. This sort of thing can be done for comic effect – but it doesn’t have to be. 


  You could also try and come up with some phrases that your character might use – ‘It’s colder than a...’ what? ‘Darker than...?’ ‘His car looked like...?’ ‘The last time I saw a face like that it was...?’ ‘If that dress was any tighter, it would...’ ‘He’s so mean he wouldn’t give...?’ ‘He’s so stupid he...’ Try and paint a picture of who the character is and what their personality is like. One of my favourite examples is: He’s so stupid he couldn’t pour piss out of a boot if the instructions were written on the heel. Personally, I could never say that, but I can imagine the kind of character who might. Euphemisms are another area where you can have fun with language. How would your character say ‘I had sex with my partner last night’? or ‘I desperately need to go to the toilet’? or ‘I ran into the back of another vehicle on my way home from the bar last night’?


  Editing for Voice


  In the white heat of first draft writing, you may find that all of the dialogue comes out in a generic sort of voice. All of the characters sound the same and they all sound like you. Or they all sound like your favourite actor or like Homer Simpson. A way to fix this is to develop your character’s voice outside the main text – using whatever exercises you find helpful – and then go back and edit each character’s dialogue in a separate pass. Edit only that character’s dialogue, making sure that any line over, say, three words reflects their word choice, vocal sound, accent, and point of view.


  Motivation, Goals & Action


  Motivation


  The reason why a person does what they do is probably one of the most important indicators of character – as well as being a significant part of a story’s plot. It is linked to their beliefs and values and it is influenced by the want or desire that comes from their false self and the need that reflects their true self.


  Attention is often drawn to motivation by not revealing it. We see a character carry out an action – or refuse to act – and our curiosity is piqued. Why did she do that? Or the character says something unexpected and we wonder why he said it. We know that a story depends on cause and effect so when we see an action (the effect) we wonder about the reasons behind it. Part of the appeal of a story, part of the reason we keep turning the pages or watching the movie, is to find out why. Why are the characters doing this? What is their motivation? This is most obvious in a whodunit where the motivation for murder is part of the mechanics of the plot, but it is a key part of all types of story. We want to learn about the inner workings, the psychology, of a fictional character in order to better understand ourselves. Sometimes we are not consciously aware of why we do certain things. Why we constantly fall into the same kinds of behaviour and make the same decisions. Because story people are simpler than real ones, we can dissect their motives and see how they mirror parts of our own. 


  As a reader, character motivation is revealed to us gradually as a story progresses. As a writer or performer, our first time through the story – reading the script or writing the novel or screenplay – is similar to that of the reader. It is a journey of discovery. But having once got to the end and gained some understanding of a character’s motivation and development arc (assuming they have one) we can now proceed with that knowledge, ‘back-plotting’ like a whodunit writer, and present our character’s motivation in the subtext of the dialogue and action, so that everything contributes to that gradual revelation (to the audience) of the why.


  Typically, a character will be motivated by their want during the first half as a story, with their need being denied but appearing in apparently self-sabotaging actions and the failure of ‘success’ to provide genuine fulfilment. Around the midpoint, the character becomes aware of the false self versus true self conflict and will be motivated by the need during the second half of the story, with the want – in the form of tried-and-true defensive behaviours – sabotaging these actions to some extent.


  Goals & Objectives


  What a character wants to achieve, both in the long term (a life goal) and the short term (a scene objective or story goal) tells us something about them. Dreams and aspirations show us what the character regards as important in life. Short-term objectives – this will help me achieve that – show us how the character thinks the world works in terms of cause and effect and what particular achievements represent. Do they define happiness or success purely in terms of the amount of wealth they accumulate? Do they try and become friends with people they believe will help increase their social status or job prospects? Have they given up on their goals and become cynical?


  Goals are also related to a character’s motivation – they act in order to achieve a particular goal, and the action is motivated either consciously by want, or subconsciously by need.


  Actions


  Accepting Stanislavski’s argument that thought and emotion can only be revealed through action, we need to motivate our characters to perform these revelatory actions. We need to provoke them in some way – poke them with a stick and say, Show me what you’re feeling, or, Show me what you’re thinking. We need to motivate them.


  The actions a character takes are the result of a combination of factors – their objectives (what they want in this scene, in this story, and in life in general); their current circumstances or location; and any external stimulus that causes or requires a response. Stories rely on chains of action and reaction. Sometimes referred to as action and transition. Something occurs, it prompts the character to take action, the actions have consequences. The consequences serve as a new stimulus, the character considers the implications of the stimulus and chooses a new action, setting the cycle in motion again.


  In film and television writing, a great deal of emphasis is placed on action. A character is what he does. This is because visual storytelling relies on photographable incidents that portray the behaviours of story people. ‘Movies’ are actually moving pictures and the images moved without sound in the early days of the industry. Dialogue and sound effects are still regarded as secondary to the visuals.


  On stage, the options for visuals are much more limited and dialogue plays a much larger part in the storytelling. Characters may also perform monologues and asides, or even address the audience directly, in a way that is not typically seen in films.


  Where films and plays are viewed by an external audience who sit outside the action and observe it, the novel adds the option of seeing the unfolding of events from the point of view of one or more of the characters in the story and even allows access to what they are thinking.


  But in all three cases, action is vital. Action on its own cannot reveal character fully, because the same action could be carried out for different motives. Intent – what a character hoped to achieve – is often more revealing than the action alone. Even a failed action had intent behind it. Action is based on stimulus and response: how a character responds to a particular stimulus is dependent on their dominant attitude.


  Action is the easiest method for revealing character. It is visual and registers immediately with the viewer. If a character is shown stealing something, we know he’s a thief. If he tells two people opposite versions of the same story, we know he’s a liar. It’s easy, but it’s shallow because it doesn’t necessarily show the why. Why is this man a thief? Why did that man feel compelled to lie? For some characters and some stories, action alone may be enough – but it is capable of revealing only superficial aspects of character. You don’t get to know someone just by watching what they do.


  Perhaps the most revealing form of action is reaction because it allows us to see cause and effect. If we see what provoked a certain action we have some insight into the character’s motivation – the why. If we see the same character respond in a similar way to different events or in different situations, we begin to form an understanding of their typical behaviour. If that typical behaviour is some form of confrontation, or embrace, or withdrawal then it tells us something about personality – it points towards one set of archetypes. Surprise a character and their instantaneous, ‘knee-jerk’ reaction is an honest indication of their typical behaviour style because they didn’t have an opportunity to plan their response to the stimulus. Place the character under pressure in some sort of stressful crisis situation and you are more likely to see their true nature. Increase the pressure in the pressure cooker and layers of pretence are stripped away.


  Much is also revealed, as I have said before, when there is a mismatch between what a character says and what his actions reveal. We have mentioned this before in terms of the text – the dialogue – and the subtext – the body language. If there is a slight shake of the head when someone says ‘yes’ then we have a significant mixed message. This is action and dialogue at work in the same scene. But they can also be separated. A character may tell us that he is an honest man, but if the next scene or a later scene shows him doing something dishonest, we know that we cannot take him at his word. And when he next says something, we know not to trust him. This can be used to reveal character and to create suspense in a story as s form of foreshadowing: our ‘honest man’ may well betray the people who are relying on him.


  A mismatch between what we know, or suspect, a character feels and what they actually express can also be revealing. A person who expresses their emotions honestly and openly is a different character to one who represses his. Does the character lash out angrily when provoked? Or do they just smile grimly? The grim smile may mean that the character will extract his revenge later. 


  Also of importance is what a character will not do – action through inaction or refusal to act. What line will the character not cross? And what does that reveal about him as a person?


  Reaction & Decision


  After any dramatic action or revelation in a story, there is usually a moment in which characters pause and reflect on what has happened. Dwight V. Swain called these periods transitions because they are where a character reflects and then makes a decision before moving into the next action phase. While action reveals the broad strokes of character, the transition is where we tend to see the nuances. The character will often speak to their confidante, revealing their feelings about what has just occurred or been learned. How the character deals with the consequences of a particular action and what new action they decide to take as a result of the consequences, is a good way of showing the audience who the character is. There may be an immediate, unrestrained emotional response, followed by a period of calmer reflection, then a new resolve, and then a new choice of objective, and a decision to act to achieve that new objective. How the character handles each of these steps can reveal something about their personality.


  Mistakes, Miscalculations & Mis-Readings


  We are more likely to see a character’s true side when things go wrong. This is when deeply ingrained defensive behaviours are more likely to come into play. And these behaviours will be most vividly demonstrated when the error is the character’s own fault. How we react to our mistakes – and whether we are able to admit to them – can reveal a lot about us. The flawed Warrior sees mistakes as a sign of weakness, of not being good enough, so may have a problem admitting that there has been an error or that he was responsible for making it. But if another person makes a mistake, he may make a big deal about it in an attempt to prove his own superiority. 


  The flawed Carer’s lack of self-confidence means she’s more likely to ‘take the blame’ for things that aren’t her fault. If she does make a mistake, it may send her into a tailspin as she worries that it will make her unlikeable or ruin a relationship. And the flawed Thinker, like the Warrior, sees mistakes as a weakness. He may not want to admit to an error because he fears it will make him look foolish. He’s supposed to be too smart to make mistakes. When other people make mistakes, the Thinker may mock them or he may respond in a condescending way – his basic position is that other people are less intelligent than him and so he is not surprised when they get things wrong.


  The kinds of mistakes a character makes are related to their false self and defensive behaviours – to their weakness, lack, or flaw. To some extent, we all believe what we want to believe and see what we want to see. Our view of situations is a very subjective one and that viewpoint is coloured by our personality. A starting point for this is to consider a character’s dominant attitude. Imagine how characters with different attitudes – different viewpoints on life – would see the same situation. You reverse your car out of a parking space and accidentally scrap another car. How do you respond? How does your character respond? Do you blame the owner of the other car? The design of the car park? Do you leave a note with your name and address on the other car? Do you just drive off? Is this just a minor annoyance or does it feel like the end of the world? Is it the first time you’ve done this or have there been a dozen similar scrapes? How do you view the damage to your own car? What does your car represent to you? You really need to inhabit a character to begin to answer questions like this. And these are the sort of questions you have to ask about incidents that occur in a story.


  Private Moments – Secrets & Doubts


  These relate closely to the transitions mentioned above and are likely to come out in transition scenes. Everyone has secrets and private thoughts – they are part of what makes us human. For a flawed character who is lost in their false self, secrets will have a much greater influence in their lives. A fear of being ‘found out’ or an intense form of ‘imposter syndrome’ can have a debilitating effect of a character and mean that life is pretty much empty of any kind of joy. The character is unhappy and unfulfilled but feels that they cannot speak about this to anyone.


  The function of a confidante and part of the function of a co-protagonist is to provide an opportunity for a character to reveal their secret fears and doubts. In a novel, a character may reveal these things when they are alone – we are allowed to share their thoughts. In a play, a character may reveal his thoughts in a monologue or soliloquy. In a movie to reveal more than just a brief insight via an expression or action requires two characters and dialogue. Whatever the practicalities, the revelation of secrets and doubts is not usually done directly. ‘On the nose’ dialogue in this sort of scene doesn’t really work. It has to be done subtly through subtext. Actions that reveal the truth beneath the words and stories or anecdotes that reveal more than their surface meaning. Events that seem unconnected to the character’s present situation are recalled and the reader or audience and the other character in the scene are left to figure out the significance of what has just been said.


  Doubts are often revealed in the form of ‘I can’t do this’ or ‘I have a long-standing fear of this type of situation.’ Early in the story, we may not know the cause of this self-doubt or fear, we are simply made aware that it exists. Later we may be told – by the character themselves or by another character – about the traumatic circumstances that were the cause of the doubt and fear. Sometimes we don’t need to know the exact details of the incident – it is enough to hint at its nature and allow the reader to ‘fill in the detail’ based on their own life experiences.


  Private moments reveal who the character feels able to trust and the extent of that trust. Strategically placed scenes of this nature – usually the transition scenes following dramatic turning points in the story – can reveal the development of the relationship between protagonist and co-protagonist and are an important part of the protagonist’s character development arc.


  Props


  A distinctive object that a character carries or uses can be a sort of visual shorthand, enabling the reader to recognise them whenever they appear and also giving a hint about the character’s personality. In the improvisation chapter, I wrote about how an object can be used to help develop and demonstrate character.


  Settings


  Setting too has been mentioned before. The place where someone lives or works often reflects their personality. The arena in which the story takes place is also related to the characters, who either belong there and are in harmony with it or are aliens in the environment and at odds with it. The way a character responds to a place can show us who they are.


  Relationships


  We understand characters best when we see them interacting with other people. Relationships are like mirrors, reflecting different aspects of someone’s personality. How a person views himself in relation to others – superior or inferior, smarter or less smart, more or less attractive, more or less successful – tells us something about him. If he comfortably interacts with some types of people but is uncomfortable or antagonistic with others, we have learned something about him. Who does he or she trust? Who do they share intimate moments with? Why are they indifferent or overly formal with that particular individual? 


  Characters also have a relationship with themselves. Some are in touch with and nurture their ‘inner child’ and others do not. Self-love and self-loathing are characteristics of very different people. A person may grow angry and berate himself over some small failing or they may laugh easily at their error and shrug it off.


  A character’s judgments of others often reflect their opinion of themselves. We tend to demonise people who represent aspects of our own character that we despise or are afraid of – our ‘shadow selves.’ We may mock aspects of ourselves that we deny. We may victimise those who have weaknesses we recognise in ourselves. We may externalise our own prejudices and attribute them to others.


  Under this heading, we need to think about relationships with other people in general and relationships with people who are most important to the character. They say that you can’t choose your family but you can decide whether you’re going to talk to them or spend the holiday season with them. And you can (usually) choose your friends. The people we choose to be around are often reflections of our good and bad qualities. Some encourage our defensive behaviours – that’s probably why we’re drawn to them – and some try to get us to give up those behaviours and discover our true selves. We are probably more wary of this latter type.


  People we know may have slightly different impressions of the kind of person we are. A friend may think we’re a good laugh when we’re out for a drink and that we can be relied on to make sure everyone gets home safely. A work colleague might think we’re too ready to complain about things but lack the courage to stand up and do anything about them. A parent may think we’re not making the best use of the education they paid for. Individually they each have only part of the whole picture and it is distorted somewhat by their own personality and attitudes. The same will be true about how we see each of these different people.


  Cast of Characters


  The major characters in a story should each have a different dominant attitude, which effectively means they should (usually) be different archetypes – though there are exceptions: hero and villain are often based on the same archetype. We want to see variety, and we want the potential for characters to both conflict with each other, and to learn from each other. We will explore putting together a cast of characters in Chapter 21.


  Character can be revealed by playing off other characters. You can often bring out unique and unexplored facets of a character by pairing them with another character who is very different. Often the story concept itself involves opposites being thrown together, for example the film 48HRS.


  Staying in Character


  Having established a character and demonstrated him or her to the audience, the writer or performer has to make sure that this person stays in character throughout the story. The dominant attitude and its modification, along with a character’s motivation and goal, must be reintroduced as a reminder to the audience at appropriate points. Using tags or business which not only identify a character but also reveal what he is like and what he wants, can keep the character alive.


  20 | The Emotions


  Stanislavski said that human emotions couldn’t be acted – that if you tried to act ‘angry’, for example, you would just mimic actions you had seen other actors use to depict the emotion and the performance would be unconvincing. He was much more interested in the circumstances in which emotions are evoked – what causes them – and in comparing the fictional circumstances in a play with ones from our own life experiences in order to bring the fictional ones to life. I think this is an approach that both actors and authors should consider.


  In this chapter, we will look at what emotions are and identify a ‘core’ list of emotions that might be used in portraying characters – and what causes each of them. 


  Emotions versus Feelings


  We often think that emotions and feelings are the same thing, but there is a difference between them and it is important that we know what it is. ‘Feeling’ is a much broader term that includes emotions and physical sensations and our intuitive understanding of things.


  Emotions versus Reflexes and Physiological Drives


  Reflexes and physiological drives trigger actions that are beneficial for the well-being of an animal or a human or that may be vital for survival. These responses are ‘hardwired’ into us and occur automatically in response to a specific stimulus. The widening or narrowing of the pupil in response to light level is an example. Sensorimotor reflexes such as this just happen – there is no choice in the matter and they cannot normally be controlled by the individual who may not even be aware of them. Physiological drives are also automatic. Hunger, for example, indicates a need for food. An individual can ignore such drives, at least temporarily, but cannot control or alter them. Neither physiological drives nor autonomic reflexes can be classed as emotions.


  Moods, Dispositions & Emotional Responses


  Moods are not the same thing as emotions. We use fairly broad terms for them – cheerful, excited, melancholy – and they tend to occur over much longer periods than an emotional reaction. They are not clearly connected to a single cause or immediate goal. Lazarus says that moods are related to ‘larger, pervasive, existential issues’ in a person’s life. A mood, he says, is a state and has to do with the larger background of someone’s life.


  Moods affect the way in which a person responds to situations. If we are in a ‘bad’ mood, positive events may fail to cheer us up; and if we are in a ‘good’ mood, negative events are less likely to upset us. Moods can influence our emotional reactions but they are not emotions in and of themselves.


  Dispositions. We sometimes say that a particular emotion is a characteristic of a person. We may refer to them as an angry person or an affectionate one. We are not saying that they are permanently engaged in encounters that result in anger or affection – we are saying that they are more likely to become angry (or to display affection) than other people. We are using the emotional tendency to describe their disposition or attitude. This is not the same as a transitory emotional state that arises out of a specific circumstance.


  A person with an angry disposition has a personality characteristic – a trait – that causes them to experience anger more frequently or more intensely than someone who doesn’t have this trait. We will explore attitudes later as they are a key component in how we portray a character to a reader or audience.


  Emotional Responses. Where a mood or a disposition exists over an extended period of time, an emotional response is transitory – it is triggered by a specific event and lasts only a short time. It is the sort of reaction that we typically see within a scene of a story. When I refer to emotion in this chapter, this short-term emotional response is what I am referring to.


  Emotion – A Definition


  In the study of human psychology, emotion is defined as: “... a complex psychological event that involves a mixture of reactions: (1) a physiological response (usually arousal), (2) an expressive reaction (distinctive facial expression, body posture, or vocalization), and (3) some kind of subjective experience (internal thoughts and feelings).” This definition, taken from J.S. Nairne’s Psychology: The Adaptive Mind (2000), gives us clues to the criteria we can use to identify an emotion. Can we expand it so that we can distinguish between an emotional response and a mood or disposition that has an emotional component? 


  In his paper ‘Basic Emotions,’ Paul Ekman provides a list of ‘characteristics which diagnose basic emotions from one another and from other affective phenomena.’ Based on his list, I have chosen five criteria that I believe will allow us to distinguish one emotion from another, and to separate emotional responses from things like moods and dispositions which may have an emotional element:


  



  – distinct physiological change; that is, an obvious associated physical feeling


  – automatic appraisal triggered by universal antecedent events; to occur without conscious effort and in response to a known cause


  – quick onset and brief duration


  – association with distinctive thoughts, memories, and images


  – universally recognised facial expressions or body language


  



  These can be used to help us decide what is and is not an emotion. We will look in more detail at the ‘appraisal process’ that leads to emotion and to the ‘antecedent events’ that trigger them under the individual emotions.


  The ‘quick onset and brief duration’ requirement allows us to say that some longer-term feelings, such as moods, shouldn’t feature in our discussion of short-term or transitional emotional responses. Emotion-related character traits can also be set aside – they are part of the personality archetype and not part of the emotional responses within individual scenes. Also, by concentrating on distinct identifiable features, we can exclude complex sequences of emotions such as grief. The Kübler-Ross diagram of grief – a version of which I used earlier in the discussion on change during the course of the character arc – shows how different emotions can be experienced at different stages in the grieving process. Grief, then, cannot be viewed as an individual emotion.


  Positive and Negative Emotions


  It has been noted by psychologists that we seem to have more negative emotions than positive ones. This may be because our survival – as individuals and as a species – depends more on being able to recognise and respond to negative situations. Positive situations do not pose a threat.


  If we want to understand the causes of different emotions, we need to know what an emotion is a response to. What is the stimulus? In the broadest terms, a positive emotion arises in response to something that is beneficial and increases our chances of survival; a negative emotion arises in response to anything that is a threat to our survival. We can make this more specific by saying that a positive emotion is a response to something that brings us closer to a desired goal and a negative emotion is a response to anything that delays, prevents or thwarts our efforts to achieve a desired goal. Emotions are caused by success or failure to move towards a desired goal. And it is the nature of the goal that determines what kind of emotion we experience. More on this later.


  We need to remember that goals can be overtly expressed and directed externally – I want to obtain that object. Or they can be internal – I don’t want to face my greatest fear. And internal goals may be conscious or subconscious. Bearing this in mind, we can see that a given situation could bring us closer to an external goal but at the same time threaten our efforts to avoid an inner fear – and so we can experience two contrasting emotions at the same time.


  



  In the following pages, I am going to concentrate on the causes of emotion – the sorts of goal-related situations that evoke each particular emotion. We can then use this information in two ways: First, given a particular set of circumstances, we can work out what a typical emotional response might be. Second, if we want to have a character display a particular emotion in a scene, we know what sort of circumstances to create to evoke it. Or, to look at this second idea from a different angle, if a character is experiencing a particular emotion, we can have an understanding of how they perceive the situation in which they find themselves. This will hopefully become clearer as we look at the individual emotions.


  This approach assumes that, broadly speaking, everyone experiences emotions in the same way. Is this a valid assumption? Research has suggested that some emotions are ‘universal’ – they are experienced and expressed in the same way by people from different cultures across the world. These emotions are also triggered by the same sort of situation. Where cultures and even individuals within a culture may differ is in the specific forms the trigger experience takes and in the way and to what extent the emotion is displayed. Everyone experiences ‘disgust,’ for example, but the types of things that we find disgusting and the extent to which we express disgust is determined partly by our culture and partly by our personal life experiences.


  I am going to concentrate on those emotions that appear to be ‘universal’. As in previous chapters my emphasis will be on the broad or ‘theatrical’ strokes of emotion. There is not space here to cover every subtle emotional variation or combination, though I will mention some main ones that fall within each ‘family’ of emotions.


  There is no definitive theory to explain how human emotions work, so as with the earlier sections on human psychology I’m going to cherry-pick bits and pieces and try to put them together in a meaningful way. 


  How Many Emotions Are There?


  There are many lists of emotions, some long and some short. Spinoza provides us with examples of both kinds. In the third part of the Ethics (1677), titled ‘The Origin and Nature of Emotions,’ he said that we ‘strive to persevere’ in our existence and that this striving underlies our emotions. Spinoza identified forty-eight separate human emotions. This is too many for our purposes here, but I have included the list, along with modern definitions, in Appendix 2. Spinoza also identified three ‘fundamental’ emotions – joy, sadness, and desire. With joy (or pleasure) arising from a move towards a greater ‘perfection or power’ and sadness (or pain) arising from the opposite. While desire arises from the striving or endeavour to continue to be.


  This supports the idea that positive emotions relate to a move towards a desired goal and negative emotions are associated with anything that prevents or delays movement towards a desired outcome. It also suggests that there is emotion related to the act of striving towards a goal and not just whether or not it is achieved. I referred to that in the chapter on motivation and drive.


  But if forty-eight is too many emotions to consider, three is too few. Charles Darwin listed nine emotions and these have influenced my choices. Paul Ekman lists fifteen ‘basic emotions’ and believes that only some of these can be revealed through facial expression: happiness, sadness, surprise, anger, disgust, and fear. Richard S. Lazarus provides a list of thirteen separate emotions along with two more ‘problematic’ additions. Mixing and matching these lists I have selected ten emotions that I think are most useful for our purposes and I will devote a section to each of them:


  
    	Anger



    	Fear & Anxiety



    	Sadness



    	Shame & Guilt



    	Disgust – including Contempt



    	Envy



    	Jealousy



    	Joy



    	Pride



    	Love & Affection


  


  In exploring these emotions I have drawn on several texts. Aristotle wrote about emotions in the 4th century BC – he covered them in the Rhetoric because he regarded them as being important in creating a convincing argument and because he recognised that politicians and other public speakers could use emotion to manipulate their audience. Some of the best descriptions of the physical expression of emotion can be found in Charles Darwin’s The Expression of the Emotions in Man and Animals (1872) and Charles Bell’s The Anatomy and Expression of Emotion as Connected with the Fine Arts (1844). Desmond Morris’s work on body language and Paul Ekman’s writings on facial expression provided details of how and why emotions are revealed – and concealed.


  In terms of the causes of emotion, I owe much to Richard S. Lazarus’s Emotion and Adaptation (1991). For each emotion I have taken his ‘core relational theme’ to be the cause; his ‘appraisal patterns’ provide most of the essential factors that I include, and the action response draws on his ‘action tendency’ and discussions of dynamics and flow. As always, I have taken what suits my purposes and twisted it to meet my requirements – you shouldn’t take my coverage to be an accurate representation of Lazarus’ cognitive-motivational-relational theory of emotion and should consult his book directly for a proper understanding of it.


  Anger


  Anger is a negative emotion because it is provoked by negative circumstances, but some people regard it as negative because it is associated with aggressive actions that have negative consequences for others. It is important to remember that anger is the emotion and that aggressive actions – including rage – are expressions of anger. There are other, non-violent ways of expressing or coping with anger. We should not regard anger as being ‘bad’. It has a positive purpose in that it is designed to protect us from harm. When faced with a situation where fight or flight are possible, it is anger that triggers the fight response. It is also related to demonstrations of self-confidence and assertiveness.


  The external signs of anger and the actions associated with it are intended as a warning to an aggressor to cease their threatening behaviour. A display of anger is intended to try and do away with the need for an actual act of aggression. Only if the display fails is an attack likely to occur.


  The Causes of Anger


  Aristotle wrote that anger was the result of a ‘conspicuous slight’ directed without justification towards oneself or one’s friends. Anger is an impulse to gain revenge for this slight and it is directed towards the person who has caused the offence. By ‘slight’ we mean to insult someone by treating them without proper respect. Aristotle describes it as acting in the belief that something or someone has no importance. He identifies three main kinds of slighting – contempt, spite, and insolence. 


  Contempt means to treat something as if it has no importance – more on this in the section on Disgust below. 


  Spite involves thwarting another man’s attempts to achieve a goal, not to further your own cause but simply to prevent him from succeeding. This is a slight because you believe that you can get away with it – you do not regard the man as a threat to you and you also feel that he is not worth being friends with. 


  Insolence involves saying or doing things that are disrespectful to another person – not because they have done anything that warrants it but simply for the pleasure of it. Insolence demonstrates that you regard yourself as superior to the person that you are ill-treating. Aristotle says that rich men and youths often behave in this way towards others. Laughing, mocking, and jeering are signs of insolence – unless we have done something to deserve them.


  Essential Factors – The Necessary Conditions for Anger


  The situation must be related in some way to a goal that the person is pursuing and circumstances must be such that they affect the achievement of the goal. If they support achievement (goal congruence), a positive emotion will result; if they oppose achievement (goal incongruence), a negative emotion will result. Anger is a negative emotion, so goal incongruence is a necessary condition.


  As we saw above, anger requires that there be some form of slight or demeaning offence that threatens or harms a person’s self-esteem or social-esteem. This means that a negative impact on the person’s ego-identity is a necessary condition. 


  To be regarded as a slight, an act must be seen as being deliberate. Anger requires both a cause and a target – we must be angry at someone. This means that blame is a necessary condition for anger. If the offending act was accidental or if the person was not in control of their actions, no blame can reasonably be attached to them and so anger is not an appropriate response. We may blame another person or larger entity – the company, the ‘system’ – or we may blame ourselves.


  Anger is caused by a perceived loss, blamed on a willful agent, and judged to be unfair.


  Action Response


  What action does anger make us want to take? We want to attack the person blamed for the offence. Or, at the very least, we want them to believe that attack is imminent so that they back off. This urge to attack is strong and may have an innate or even biological component. But we must also consider the consequences of expressing anger. Will the opponent retaliate if it is attacked? If so, what harm may result? How will the social group view an attack response – will they disapprove or impose a punishment as a result? If someone judges that circumstances are favourable – that he can defeat or scare off the opponent and that the social group will accept this – then expressing anger in the form of attack might be an appropriate response. If circumstances are not favourable – and assuming that running away is not the only safe option – the person must find another way to cope with their anger. But the fact that anger is not expressed shouldn’t be taken as meaning that it is not present.


  Coping Strategies


  If a person’s circumstances are such that they cannot overtly express anger, what other options do they have for dealing with it? Non-aggressive ways of expressing anger include those often classed as ‘passive-aggressive.’ This might involve dispassionate withdrawal – giving the offending person the cold-shoulder, the silent treatment, or a fake smile; stalling or obstructing progress in shared activities or work; withholding money, resources, or affection; or subtle forms of sabotage or revenge. Emotional blackmail might be employed, feigning injury or illness, or sabotaging relationships between the offender and other people by gossip, public humiliation, anonymous complaints or fake expressions of distress.


  The Anger Emotion Family


  There are a large number of synonyms for anger, including rage, outrage, fury, wrath, irascibility, indignation, irritation, annoyance, hatred, and aggravation. Related terms include spite, pouting, gloating, vengeance, stubbornness, disdain, sarcasm, and petulance which offer different shades of meaning and may involve a blending of anger with another emotion. Gloating, for example, involves pleasure in seeing another person receive their comeuppance, possibly as a consequence of pre-existing feelings of envy. Pouting is a more passive-aggressive expression usually directed at someone who we cannot afford to attack directly. It is usually a sign of inadequacy and dependence and expresses disappointment with someone who has failed to give us something we feel we deserve. It expresses both criticism and neediness – a child-like need for attention – as well as a fear of attacking. 


  Terms such as indignation and outrage suggest righteous, justifiable anger against injustice – they involve blame and a threat to ego-identity, but there is also a sense of helplessness implied – an inability or unwillingness to take action to right the perceived wrong. 


  Hatred is a more long-term sentiment towards a person or group to the extent that it borders on being a personality trait or disposition rather than a transitory emotional state. Dislike can also be seen in a similar way.


  Arrogance and smugness are probably combinations of anger and pride. Bitterness is anger plus envy and sadness. Sarcasm combines anger with disappointment and sadness and a desire for non-violent revenge. Scorn mixes anger with an ego-defence mechanism that requires feeling superior to others and mocking their faults or misfortunes.


  Fear & Anxiety


  Lazarus uses the term fright for this emotion and describes it as a response to a sudden threat of physical harm. Fear is a less specific term that is often applied to longer-term situations that involve the possibility of harm – as in ‘living in fear’ – but it is a more commonly-used term and so I use fear here to refer to the short-term emotional response.


  In thinking about fear we also need to distinguish it from shock which I think is probably a reflex action or a ‘pre-emotion’; anxiety, terror, and horror.


  Anxiety


  When someone is afraid they are typically afraid of something. If they can deal with this thing, the fear will go away. Fear and anxiety are focused on the threat of a future harm, but anxiety is much more ambiguous in that it is difficult to point to and name the source of the perceived threat. Lazarus writes that anxiety is a response to uncertain, existential threat and suggests that anxious people are afraid of personal inadequacy rather than physical harm. The threat is to their self-esteem or ego-identity rather than to their existence. Anxiety is often associated with feelings of being overwhelmed and with issues of with control, mastery, or efficacy. Anxiety can be either a short-term ‘state’ or a long-term ‘trait’.


  Terror


  In Bell’s account of the emotions, terror is described as a stage beyond fear. In fear, the terrible thing is anticipated but when a person is actually faced with the terrible thing his emotional response is terror. “... the object of fear approaches, and is now about to cleave to the person, he trembles, looks pale, has a cold sweat on his face, and in proportion as the imagination has less room to range in, as the danger is more distinctly visible, the expression partakes more of actual bodily pain.”


  Darwin mirrors this: “As fear increases into an agony of terror ... the uncovered and protruding eyeballs are fixed on the object of terror; or they may roll restlessly from side to side ... The pupils are said to be enormously dilated. All the muscles of the body may become rigid, or may be thrown into convulsive movements. The hands are alternately clenched and opened, often with a twitching movement. The arms may be protruded, as if to avert some dreadful danger, or may be thrown wildly over the head ... In other cases there is a sudden and uncontrollable tendency to headlong flight; and so strong is this, that the boldest soldiers may be seized with a sudden panic.”


  Bell writes of the culmination of terror: “The scream of fear is heard, the eyes start forward, the lips are drawn wide, the hands are clenched, and the expression becomes more strictly animal, and indicative of such fear as is common to brutes.” Darwin offers even more detail of these final stages: “As fear rises to an extreme pitch ... All the muscles of the body are relaxed. Utter prostration soon follows, and the mental powers fail. The intestines are affected. The sphincter muscles cease to act, and no longer retain the contents of the body.”


  Horror


  Bell believed that horror differs from both fear and terror in that “...it is less imbued with personal alarm. It is more full of sympathy with the suffering of others, than engaged with our own. We are struck with horror even at the spectacle of artificial distress, but it is particularly excited by the real danger or pain of another ... Horror is full of energy; the body is in the utmost tension, not unnerved, by fear. The flesh creeps, and a sensation of cold seems to chill the blood...” If we accept Bell’s distinction – and it seems reasonable – we might say that horror combines fear (for the welfare of another), disgust at the awful thing happening to them, and helplessness at being unable to prevent it.


  The Causes of Fear & Anxiety


  Lazarus says that fright is caused by the concrete and sudden danger of imminent physical harm. In both fright and anxiety uncertainty and ambiguity are a feature because the harm is always in the future. In fright the threat is concrete and sudden; in anxiety the threat is symbolic, existential, and ephemeral. In fright we are scared about the immediate prospect of sudden death or injury. Or we are frightened by a near-miss that reminds us of our mortality.


  Aristotle said that in order for someone to feel fear, they must “...believe something to be likely to happen to them, at the hands of particular persons, in a particular form, and at a particular time.” He also said that fear is not experienced by those who have already experienced every kind of horror and have given up hope – “...like men who are being flogged and are already nearly dead – if they are to feel the anguish of uncertainty, there must be some faint expectation of escape.” In order to feel fear, then, there must also be an element of hope. We simultaneously fear the worst but hope for the best.


  Essential Factors – The Necessary Conditions for Fear & Anxiety


  In a lecture on ‘Fear of Death,’ Professor Shelly Kagan said that three conditions must be met for a fear response to make sense:


  



  (1) Fear requires something bad, as the object of your fear.


  (2) There must be a “non-negligible chance of the bad state of affairs happening, of the bad object coming to you. It’s not enough that it’s a logical possibility for fear to be a reasonable reaction.”


  (3) There must be “at least some significant amount of uncertainty about whether the bad thing will occur, and/or how bad the bad thing will be.”


  



  He also said that the amount of fear should be appropriate to the size of ‘the bad’.


  Lazarus writes that in order to experience anxiety, there must be an existential threat to personal meaning or ego-identity.


  Action Response


  In both fright and anxiety, the action tendency is avoidance or escape. In fright, a sudden concrete external threat produces the impulse is to get away from obvious danger. With anxiety the impulse to get away also exists, but there is no concrete thing to get away from or potential safe place to flee to.


  Coping Strategies


  Because fear and anxiety are caused by something that might happen, there aren’t really alternative ways of coping with the situation to avoid the onset of a fear or anxiety response. If you take action to prevent a fear-inducing situation, the uncertainty is gone and with it the potential for fear. This applies to short-term fear responses only – with long-term fears and phobias there are other approaches that can be taken.


  Sadness


  Both Darwin and Bell use the word ‘grief’ for this emotion, but that term is often associated with mourning the dead and I want a term that encompasses less intense experiences of sadness. Also, as I mentioned above, grieving is a process that can include a number of different emotions. Sorrow also seems too close to grief, but it does extend the meaning to forms of regret that do not necessarily involve mourning a death. ‘Sadness’ is really a little too vague and might seem to refer to a mood or even a character trait rather than a transitory emotional reaction – but I couldn’t come up with a better word, so sadness it is.


  The Causes of Sadness


  Sadness is caused by irrevocable loss in which we feel helpless and unable to restore that which has been lost. Lazarus says that this is not the same thing as hopelessness which is more likely to be related to depression than to sadness. Where depression is an ongoing state, the emotional distress that is sadness tends to fade if resignation or acceptance occurs. If a person does not believe that the loss is irrevocable – if they believe that the lost thing can be regained – their emotional response might be anger, anxiety, guilt, shame, envy, or hope rather than sadness.


  Distinguishing sadness from grief and depression, Lazarus says that grieving is an attempt to cope with loss and the process may involve several emotions including sadness, anger, anxiety, and guilt. Depression is concerned not with just the loss but also on the implications of loss for life as a whole. It is more generalised and existential. The response may include feelings of worthlessness – guilt and shame – along with anxiety, and anger. When the loss in question is the death of a loved one, the failure of a significant relationship such as marriage, or the loss of a life-defining role – such as retirement, loss of a job, or a parent seeing their child leave home – it is more likely to be seen as existential.


  In sadness, a person will be able to ‘let go’ of the thing lost and new commitments will fill the gap that has been left. There is no sense of struggling to hang on, and so sadness is unlike anxiety, anger, and other negative emotions. Lazarus says that sadness is a ‘passive emotional state’ and that we don’t fully understand the role of resignation and acceptance as ways of coping with loss.


  Essential Factors – The Necessary Conditions for Sadness


  In order for someone to experience sadness, there must be an irrevocable loss – this may be related to self-esteem or social esteem, a moral value, an ego-ideal, a belief or idea, to another person or their well-being, or to a life goal.


  Sadness does not involve blame. If blame is assigned, the resulting emotion is more likely to be anxiety, guilt, or shame rather than sadness.


  Action Response


  Since the loss is irrevocable, there is no action that can be taken. Withdrawal from social interaction may occur until resignation and/or acceptance occurs – weeping and other displays of sadness described above may be seen during this withdrawal. But the withdrawal is not an active response as it is in emotions that result in a desire for avoidance or escape. Since the loss cannot be restored or compensated for, there are no coping strategies. But there is usually hope for the future, once the individual has accepted the loss and resigned themselves to it. 


  The Sadness Emotion Family


  Terms associated with sadness include anguish, hopelessness, gloom, unhappiness, grief, woe, misery, melancholy, blue, down, low, moping, desolate, devastated, heartbroken, mournful, forlorn, gloomy, despair, sorrow, apathy, and nostalgia. Some of these relate more to despair and hopelessness while others suggest longer-term moods such as depression or melancholia.


  Lazarus notes that there seem to be no action-related terms associated with sadness. 


  Shame & Guilt


  Shame arises when we judge ourselves to have failed to live up to our own standards or those of our social group.


  The boundaries between shame, guilt, and embarrassment are not clearly defined, but we can suggest some differences between them:


  Shame is a feeling of humiliation or distress caused by the knowledge or belief that one has done wrong or been foolish. The offending action may cause dishonour or a loss of social respect, and is a cause for personal disappointment or regret. Shame be caused by thoughts and desires as well as by actions. Shame can occur when one is alone – it does not require that others witness or are aware of the humiliating action – one imagines how others might judge. Feelings of shame may follow on from a sense of guilt. Shame tends to be a judgment of oneself rather than the act itself.


  Guilt is either the fact of having committed an offence or crime or it is the feeling that one has done something wrong. It arises from the commission of an act that is – or is believed to be – morally wrong or criminal. Feelings of guilt can occur when one is alone – it does not require that others witness or are aware of the humiliating action. The extent to which the definition of an ‘act’ is extended to a thought or a desire depends to some extent on the individual and on their social group. Guilt tends to centre on the act committed – the behaviour – rather than the self as a whole: guilt says ‘I did something bad’ whereas shame says ‘I am bad.’


  Embarrassment is a feeling of self-consciousness, discomfort or awkwardness arising from the knowledge that one has done something that is socially unacceptable. It is usually associated with a perceived loss of honour or dignity for an act that is frowned upon but not necessarily morally wrong or criminal. Embarrassment usually occurs in front of others who either witness one’s humiliating actions or learn about them. Embarrassment is generally felt to be a less intense feeling than shame.


  The Causes of Shame & Guilt


  Aristotle says that shame is experienced as a result of “...bad things, whether present, past, or future, which seem likely to involve us in discredit...” – things “...we think are disgraceful to ourselves or to those we care for.”


  Lazarus writes that guilt is generated when we feel we have done something, or wanted to do something, that is morally wrong or taboo. He describes this as having transgressed a moral imperative. Feelings of guilt are amplified if we feel that we have wronged or harmed another innocent person. The transgression does not have to be an actual act – simply fantasising about ‘sin’ can produce feelings of guilt. Nor is it necessary for the offence to have been witnessed by another person – our own knowledge of it is enough.


  Aristotle said that we may also feel shame if we lack qualities that those around us all share – if we are less well-educated than them, for example. And our shame is greater if this lack is seen to be our own fault and a result of ‘moral badness’ or weakness of character.


  Circumstances that cause embarrassment include a socially awkward act – or faux pas; accidents or clumsiness; mistakes, and failure to perform a duty or obligation. More specifically, Sharkey and Stafford (1988) identified six types of embarrassing situation – revealing privacy (e.g., body exposure, verbally exposing private affairs), forgetfulness or lack of knowledge/skill, positive or negative criticism (e.g., teasing, flattery), awkward acts (e.g., clumsiness, improper expression of emotion), verbal blunders (e.g. using a wrong name, dirty talk), and image/appropriateness (e.g., concern for personal appearance or possessions).


  Essential Factors – The Necessary Conditions for Shame & Guilt


  In order for a person to experience shame, it is necessary that they have failed to live up to – either in thought or in deed – a moral or social standard that is important to them personally and that they blame themselves directly for this failure.


  For guilt to be experienced it is necessary for the person to have actually committed an act that is morally wrong or criminal and for which they hold themselves directly responsible.


  Action Responses & Coping Strategies 


  With guilt, the impulse appears to be to expiate by apology, to atone, or make reparation for the harm that has been done to another and perhaps to seek punishment – the more so if severe and/or unjustified harm has been caused to another person. It has also been suggested that self-blame or self-contempt can be used as a defence against the experience of shame or guilt – particularly if an expression of remorse is used to inspire pity and avoid a punishment.


  Coping strategies may involve avoidance of thoughts (repression) about the harm done to the victim or dehumanising them in some way, or seeking to deny blame or to blame another person (projection) for the offence. Projecting one’s own guilt onto others is also a cognitive coping process in anger and anxiety. 


  In shame, the action tendency is to hide and avoid having one’s failure observed by anyone, especially someone whose opinion is highly valued. To have one’s failure to live up to an ego ideal publicly exposed is to risk disapproval and perhaps even rejection. A person suffering from shame is unlikely to seek help or support from another person as this action is seen as self-serving.


  Coping strategies for guilt may include a promise to increase efforts to live up to moral/social standards in future.


  A person who experiences guilt seeks to publicly admit and atone for their actions, but shame makes people want to hide and suffer alone and unobserved.


  Apologies


  Apologies that genuinely express remorse typically include details of the offence; acknowledgment of the hurt or damage caused; acceptance of responsibility for the act or omission; an expression of regret; humility; a request for forgiveness; a credible commitment to change or a promise that the offence will not be repeated; and also the offer of some form of compensation or restitution. It is usually required that the apology is made in a face-to-face encounter between the offender and the victim. 


  If an apology is delayed, the perception of the offence can increase over time – in the mind of the victim and/or the offender.


  The Shame & Guilt Emotion Family


  Terms related to guilt include dishonour, remorse and repentance, feeling sorry and apologetic. Words related to shame include humiliation, embarrassment, mortification, chagrin, and feeling ridiculous. Shyness may also be related to shame but may also be linked with the more positive sense of modesty. Chagrin and embarrassment are milder forms of shame than humiliation or mortification.


  Remorse is a distressing emotion experienced by a person who regrets an action – or a failure to act – which they deem to be shameful, hurtful, or violent. It is closely related to guilt. People may express remorse through apologies, trying to repair the damage caused, or by punishing themselves in some way. A person with antisocial personality disorder is incapable of experiencing remorse. 


  Disgust & Contempt


  Disgust in its simplest sense, Darwin says, “...refers to something revolting, primarily in relation to the sense of taste, as actually perceived or vividly imagined; and secondarily to anything which causes a similar feeling, through the sense of smell, touch, and even of eyesight.”


  Contempt, loathing, scorn or disdain is an emotion that has much in common with disgust, according to Darwin. Sneering and defiance are also related terms. But instead of responding to a revolting taste or smell we are treating a person as the offending object. Contempt may be experienced as a visceral response similar to disgust or as a more objective sort of disregard.


  Miceli and Castelfranchi: “Contempt is felt exclusively towards human targets, and implies sense of superiority over them, pessimistic feelings about their possibility of betterment, detachment from them, and avoidance driven by detachment; whereas disgust can be directed at a wide range of possible targets, and implies contamination sensitivity, fear of contamination, and fear‐driven avoidance.”


  The Causes of Disgust & Contempt


  Lazarus gives the cause of disgust as taking in or being too close to an indigestible object or idea (metaphorically speaking). 


  While physical disgust and the reflexive actions connected with it serve to protect us from potentially life-threatening substances – poisons or bad meat, for example – as an emotional response to ideas its – is less clear-cut. Lazarus notes that “...disgust can result in the inability to enjoy or appreciate what others, either individually or normatively in other cultures or subcultures, find enjoyable ...[and] can serve as a barrier to social relationships, to sexual arousal and enjoyment, and can force avoidance of a host of situations and experiences that do not have to be inherently offensive.”


  Contempt is caused by the judgment that another person is guilty of something regarded as unethical, immoral, or morally unsavoury. There is also a sense that the offending person is of lower status or esteem as a result of their moral or social failing.


  Essential Factors – The Necessary Conditions for Disgust & Contempt


  Disgust requires that an individual judge themselves to be at risk of being harmed by a contaminated or poisonous idea. There must be a perceived threat to the person’s self-esteem or social esteem, their moral values or ego-ideals, their beliefs, life goals, or to the life or well-being of another person.


  Contempt requires a judgment of the person who is regarded with contempt – more specifically, it is a judgment that this person has failed to live up to some social or moral standard that we regard as important. It is also necessary that they are regarded as directly responsible for their actions so that blame can be assigned. Both empathy and sympathy must be absent.


  Action Response


  Lazarus observes that the association with a literally distasteful object means that disgust prompts us to mimic the involuntary distaste reflex in the form of nausea, spitting out or vomiting up the offensive item. Less extreme is an impulse to avoid contact with the offensive item, often accompanied by physical feelings of nausea, but stopping short of vomiting.


  Contempt causes us to withdraw – to move away from or shun the offending person. Contempt involves an absence of empathy and sympathy – we do not feel an emotional connection with the offending person and we do not feel any pity for their plight. We look down on the person – literally and figuratively – believing them to be ‘beneath’ us.


  As with disgust, we do not wish to be in the presence of the thing that offends us. We do not want to deal with the offending person directly – they are ‘not worth’ our efforts – but we feel that the person some be removed from our presence or should remove themselves. We may try to achieve this by encouraging others to shun the offending person – to ostracise them or ‘send them to Coventry.’ Social exclusion is a form of ‘punishment’ that is relatively safe in that it is difficult for the target to retaliate in any way that might harm us – that is why it is particularly favoured by bullies.


  Coping Strategies for Dealing with Contempt


  John Gottman has identified several behaviours that are particularly indicative of distress in relationships, including what he refers to as the ‘four horsemen’: criticism – verbally attacking the personality or character of a partner; contempt – attacking their sense of self with an intent to insult or abuse; defensiveness – victimising yourself to ward off a perceived attack and reverse blame; stonewalling – withdrawing to avoid conflict and convey disapproval, distance, and separation. A combination of these behaviours indicates that a relationship has reached a critical state. 


  Gottman also offers ‘antidotes’ to these behaviours that can be used to reduce further deterioration of a relationship or to help deal with an impasse in which opposing partners have become entrenched in their positions.


  Instead of direct criticism – ‘I hate it when you do X’ or ‘You are selfish and lazy’ – Gottman suggests focussing on your own needs and expressing them in a positive way. Don’t concentrate on the ‘offences’ of your partner, focus on your own feelings and needs: ‘I’m feeling overwhelmed working full-time and dealing with the chores at home - I need help keeping on top of the cleaning and laundry.’


  Contempt, as we have said, comes from feelings of moral superiority – ‘I’m right you're wrong’ – and can be expressed in sarcasm, cynicism, sneering, mockery and other hostile humour, eye-rolling and other undermining behaviours. Gottman says that contempt is “...the greatest predictor of divorce, and it must be avoided at all costs.” The way to deal with it is to remind yourself of your partner’s positive qualities and to “regularly express appreciation, gratitude, affection, and respect for your partner...” Also, instead of making judgments, criticisms and demands, try making respectful requests that include an element of appreciation – ‘Be a darling and take out the trash’ is likely to receive a more positive reaction than ‘Take out the garbage you lazy slob.’


  Defensiveness – ‘It's not my fault, you’re the problem’ – has to be tackled by taking responsibility for your own behaviours. You have to try and see things from the other person’s perspective and apologise when you know that you are in the wrong. If there is conflict, you have to accept your part in it – only then can you begin to work towards a compromise.


  Withdrawal or stonewalling typically arises when you feel completely overwhelmed by a situation and disengage as a way of protecting yourself. Gottman suggests dealing with this by ‘psychological self-soothing’ which involves taking a break and doing something that is distracting and soothing. Distraction is important so that you don't just sit seething and bottling up your negative feelings. Gottman also says that it is important to avoid feelings of righteous indignation.


  The Disgust & Contempt Emotion Family


  Terms related to disgust include revulsion, loathsomeness, distaste, squeamishness, repulsion, and sickening.


  Contempt is related to resentment and anger – it has been suggested that resentment is anger directed at higher-status or stronger person who it would not be wise for us to challenge directly; anger is directed at a person of equal status or strength; while contempt is directed at someone who is of lower status or strength – and who we effectively view as not worth attacking.


  Righteous Indignation


  Aristotle describes indignation as ‘pain at unmerited good fortune’ saying that it is a response to something we perceive as an injustice. We make a judgment based on what we believe is the moral character of the other person – are they deserving or not? Aristotle also says that indignation may be closely related to envy in that both are the prosperity or good fortune of others and both are our response to what is happening to someone else rather than to ourselves. 


  It is important to stress here that our judgment as to whether another person is deserving of good fortune is a subjective one. It is our opinion that an injustice has been done rather than a statement of fact. This is perhaps more obvious if we consider righteous indignation which is a more intense form of indignation. With indignation, we feel that someone has gained something that they do not deserve – that they have not done enough to earn it – but the offence is one of omission rather than commission. And while we may be miffed about it, we don’t feel that we have personally be harmed to any great extent. 


  Righteous indignation, on the other hand, seems to involve threat or harm to our ego-identity – the undeserved success of the other person has crossed a line and contravenes some social, moral or legal standard of behaviour that is important to us. We regard their undeserved success as setting a dangerous precedent – one that threatens our own well-being or, more likely, the equilibrium of our social group or society. The offending person is felt to have taken something away from us, figuratively speaking, and so where indignation may be similar to envy, righteous indignation may contain an element of jealousy.


  As mentioned above in the discussion about the ‘four horsemen’, righteous indignation is often experienced when a relationship breaks down. One partner may feel that the other is happier or is having an easier time of it and this is regarded as undeserved good fortune. Often this judgment is erroneous and arises because we feel that, under the circumstances, our partner ought to be suffering more than they appear to be. The problem with this type of indignation is that it is probably unreasonable and so is very difficult to defend – and the fact that we are aware of this only compounds our negative feelings by adding an element of guilt. Did I mention that emotions can get mixed up and complicated?


  Envy


  “Envy is the daughter of pride, the author of murder and revenge, the begetter of secret sedition, the perpetual tormenter of virtue. Envy is a filthy slime of the soul; a venom, a poison, a quicksilver which consumeth the flesh and drieth up the marrow of the bones.” – Socrates


  



  Parrott and Smith define envy as the feeling that “occurs when a person lacks another’s superior quality, achievement, or possession and either desires it or wishes that the other lacked it.”


  ‘Envy’ comes from the Latin word invidia meaning to begrudge or look upon with hostility. It also gives us the word ‘invidious’ meaning unfair or unacceptable and likely to arouse resentment in others. Envy is also said to be connected with witches and the ‘Evil Eye,’ in part because of its treatment in Roman art and mythology. The poet Ovid described a personification of Invidia in the Metamorphoses: “Her face was sickly pale, her whole body lean and wasted, and she squinted horribly; her teeth were discoloured and decayed, her poisonous breast of a greenish hue, and her tongue dripped venom. ... Gnawing at others, and being gnawed, she was herself her own torment.” That gives us some idea of the self-defeating nature of envy.


  In art, Invidia is often portrayed with a serpent coiled around her and biting her heart or even eating her own heart – a symbol of her self-destructive bitterness. The mocking term ‘eat your heart out’, directed at someone who we think should be envious of us, is probably a reference to Invidia.


  Wanting what another person has is sometimes referred to as ‘benign envy,’ while wishing bad fortune on that person has an element of ‘malicious envy.’ Benign envy may provide positive motivation, leading someone to aspire and work hard to achieve the thing he desires.


  Bertrand Russell wrote about envy in The Conquest of Happiness (1930), saying that it was one of the most potent causes of unhappiness. He said that it is obvious in children even before they are a year old such that even the “...slightest appearance of favouring one child at the expense of another is instantly observed and resented...” and that adults weren’t that much different. Russell also said that envy was the most unfortunate human characteristic because instead of allowing someone to derive pleasure from what they have, it causes them to derive pain from what others have. “The habit of thinking in terms of comparisons is a fatal one,” Russell wrote. “When anything pleasant occurs it should be enjoyed to the full, without stopping to think that it is not so pleasant as something else that may possibly be happening to someone else.”


  But Russell also wrote that “Envy is the basis of democracy...” and suggested that it was the ‘passion of envy’ that brought political change rather than idealism. He acknowledged that it might lead to “...justice as between different classes, different nations, and different sexes...” but warned that if justice is achieved as a result of envy, it is “...likely to be the worst possible kind, namely that which consists rather in diminishing the pleasures of the fortunate than in increasing those of the unfortunate.”


  Envy versus Jealousy


  In Shakespeare’s play Othello, the villain Iago is envious of Othello’s good fortune and seeks to destroy him by causing Othello to become insanely jealous. Iago’s envy is caused by what he sees Othello has; Othello’s jealousy is caused by the belief that someone has stolen the love of his wife Desdemona – has taken something that he regarded as his own. There is a subtle difference between these two emotions and people often confuse one for the other or think that they are the same. We will look at jealousy in the next chapter.


  The Causes of Envy


  We experience envy when we see someone else in possession of personal qualities or good fortune that we wish to have ourselves. Aristotle said that “...deeds or possessions which arouse the love of reputation and honour and the desire for fame, and the various gifts of fortune...” are likely to cause envy. The emotion is not aroused by our wanting to try and obtain the thing but by the fact that the other person has it. Our envy is greater if we also feel that we are more deserving of the thing or if we feel that the person has gained it at our expense and it should really belong to us – we then see their possession of it as an injustice.


  Aristotle points out that an ambitious man is more likely to be envious than one who is not. And anyone who seeks or values a reputation in a particular area is susceptible to envy in relation to it. He also says that we can really only envy “...those who are near us in time, place, age, or reputation...” and we “...compete with those who follow the same ends as ourselves: we compete with our rivals in sport or in love, and generally with those who are after the same things; and it is therefore these whom we are bound to envy beyond all others.”


  Bertrand Russell echoed Aristotle, saying that envy was closely connected with competition but that, “We do not envy a good fortune which we conceive as quite hopelessly out of our reach ... Beggars do not envy millionaires, though of course they will envy other beggars who are more successful.”


  Essential Factors – The Necessary Conditions for Envy


  Envy requires that another person has something that we wish to possess – an object, a skill or ability, a relationship, or some other form of good fortune. The object of our envy is also associated in our minds with our sense of self-worth or social esteem. We equate having the thing with success and not having it with failure.


  Envy is stronger when the ‘success’ of the other person seems undeserved or when we cannot see why they have it and we do not. If the other person has some obvious advantage over us – physically, educationally, financially or whatever – we can justify their success over ours. Lacking such a disparity, we are left to feel that our lack of success is our own fault. The same is true if we see someone who has a kind of good fortune that we used to have but have lost. The envied item becomes tied up with feelings of inadequacy.


  Action Response


  Envy causes us to seek out and try to possess the thing that triggered the emotion – whether that is an object, a relationship, or a personal quality. While this implies goal-setting and action, an envious person may not go so far as to actually doing anything to achieve the desired thing. They may wallow in a feeling of injustice, righteous indignation at the unfairness of the situation, or unproductive wishing, yearning, and wanting. 


  A more benign envy may also be accompanied by feelings of hope for the future and improved personal circumstances.


  Coping Strategies


  Bertrand Russell said that you can escape feelings of envy “...by enjoying the pleasures that come your way, by doing the work that you have to do, and by avoiding comparisons with those whom you imagine, perhaps quite falsely, to be more fortunate than yourself.”


  People who experience envy often have a skewed perception of how to achieve happiness. They believe that if they get the desired object – a pair of shoes, a car, a new job – then their level of happiness will increase. Russell pointed out the problem with this approach: “The man who has double my salary is doubtless tortured by the thought that someone else in turn has twice as much as he has, and so it goes on. If you desire glory, you may envy Napoleon. But Napoleon envied Caesar, Caesar envied Alexander, and Alexander, I daresay, envied Hercules, who never existed. You cannot, therefore, get away from envy by means of success alone, for there will always be in history or legend some person even more successful than you are.”


  Russell’s solution was simple. What is more enviable than happiness? he asked. “And if I can cure myself of envy I can acquire happiness and become enviable.”


  The Envy Emotion Family 


  There are relatively few terms associated with envy, though we do use the term ‘green with envy.’ Two related terms are schadenfreude and gloating.


  Schadenfreude and Gloating 


  Schadenfreude means taking pleasure in the misfortune of others and it is probably related to feelings of envy and/or fears of inferiority. It is a German compound word that combines ‘damage or harm’ with ‘joy.’ Epicaricacy is the Greek equivalent and was used by Aristotle.


  Schadenfreude is strongest when it is believed that the misfortune of the other person is deserved and is stronger towards strangers than those close to us. Obviously, the less we like someone the happier we are likely to be at their misfortune.


  It has been suggested that women show envy more than men, though the evidence is inconclusive. Men, on the other hand, are said to be more likely to enjoy the misfortune of others. The suggestion is that men are more competitive and that hierarchy is important to them, such that they feel that ‘if others lose, I gain’ – and that this operates whether the person is a friend or a stranger and whether the misfortune is deserved or not. Women, it is suggested, have higher levels of empathy and sympathy and so are less likely to experience schadenfreude.


  Does schadenfreude have any redeeming quality? Lazarus wrote that if we are “...threatened with serious illness such as cancer, we can obtain some modest psychological relief by noting that others are worse off than we are...” And also that when we blame victims for their own misfortune, we are seeking to expiate the guilt we feel at having been spared the same fate. 


  Gloating is similar to schadenfreude but not identical. It is possible to gloat over a rival’s misfortune but gloating can also occur in other circumstances. Gloating combines feelings of triumph, malicious satisfaction, and happiness. Rather than being triggered by the misfortune of others, gloating is more concerned with the celebration of an individual’s own perceived success – and effectively standing over a rival and ‘rubbing their nose in it.’


  Gloating doesn’t have to be malicious or directed towards an enemy – we may gloat if we beat a friend in a game or contest. What differentiates gloating from pride in achievement is that the celebration in gloating lacks any hint of humility and may be seen as inappropriate bragging. Gloating can occur when a success is undeserved – all that matters is that we won. Pride requires that we win fairly.


  Jealousy


  Jealousy arises in two different circumstances – first, when an individual suspects that their partner may be taken by a rival, and second when an individual discovers that their partner has been taken – when the infidelity is a fait accompli.


  The purpose of jealousy seems to be to enable us to recognise and respond to a threat to a valued relationship. A young child may fear that its parent’s attention – and the supply of food and affection – is at risk of being taken away and given to a new sibling. While in adults it is a response to a threat to a romantic relationship. In survival terms, this may relate to male reproductive success – protecting against mate poachers and ensuring that a mate bears only his children. While females would need to protect against infidelity that might threaten her status or the supply of food or protection from her mate. Jealousy motivates individuals to take action to protect or restore important relationships from the threat of usurpers.


  The sooner that a threat to a relationship is recognised, the more likelihood there is of dealing with the situation before the relationship is irreparably damaged. Jealousy seems to give us the ability to spot early warning signs of a potential threat in the hope that we can take action before it is too late.


  When it comes to rivalry over a romantic or sexual partner, Harris and Darby write that the best way to avoid the risks of “...cuckoldry or resource loss is to prevent a mate from ever getting to the point of engaging in sexual or emotional infidelity. Humans, like other animals, have mating rituals that occur before intercourse (i.e., flirting). The same flirtatious behaviours (smiling, eye contact, glances back and forth) may signal sexual interest, emotional interest, or both. These usually occur well before sexual intercourse or emotional commitment in modern times, and presumably in the ancestral past.”


  There is a theory that suggests men are more upset over a partner’s sexual infidelity and that women are more concerned about an emotional betrayal. This does not seem to be supported by research evidence which shows little difference between the responses of men and women to their partner’s infidelity.


  Individuals who feel insecure in their relationship are more likely to suspect that their partner is or could be guilty of infidelity. But once infidelity is identified as fact, both secure and insecure individuals experience similar levels of jealousy. Those who previously felt secure in their relationship may feel the betrayal more strongly as the infidelity comes as more of a shock – whereas the insecure individual has simply had their suspicions validated. 


  As well as normal jealousy – that is, jealousy caused by an actual threat – there is also paranoid or delusional jealousy in which someone suspects an innocent partner in the absence of any evidence of infidelity.


  Freud also identified the existence of projected jealousy where an individual who has been unfaithful projects their guilt onto an innocent partner, claiming the partner is guilty of betrayal.


  There are also circumstances where someone may deliberately behave in a way that makes their partner feel jealous in order to seek an increased level of attention from them.


  



  Jealousy is a complex emotion involving a combination of different feelings including:


  



  (a) fear of abandonment


  (b) fear of losing resources such as affection, protection, income, shelter, or nourishment


  (c) a sense of betrayal


  (d) anger at the rival and/or the partner


  (e) fear of losing social esteem or status


  (f) competitiveness 


  (g) fear of inadequacy 


  (h) loss of self-esteem


  (i) shame or guilt


  (j) sadness


  (k) envy or resentment of the partner – because they are receiving attention and affection


  (l) envy of the rival who has something that is desired


  (m) desire or lust – a need to ‘have’ the partner


  The Cause of Jealousy


  Jealousy is caused by our resenting a third party for loss or threat to another’s affection. The triangle involving a rival is a necessary part of jealousy and while this is most typically seen in a romantic love-triangle, it can occur in platonic friendships, sports partnerships, work relationships, and other forms of personal interaction.


  Harris and Darby have said that in order for someone to become jealous, they must judge that a third person is “...vying for the attention of the partner or is a potential threat to the relationship.” They also note that people differ in their tendency to identify possible threats – “Some have low thresholds resulting in almost any new presence being interpreted as a rival.”


  Essential Factors – The Necessary Conditions for Jealousy


  The requirements for jealousy are: a situation; perceptions and beliefs; affective states (feelings), and behaviours (see Action Response below). The situation involves three people – the classic triangle – the individual, the partner, and the rival. This distinguishes it from envy, which requires only two. There must be the perception and belief that the rival is threatening the relationship that exists with the partner. The feelings associated with jealousy were listed above, but include fear, anger, and guilt.


  Another necessary factor is a threat to the jealous individual’s identity or sense of self – their self-esteem and/or social-esteem. They judge themselves as well as their partner and the rival – Did she cheat on me because I’m not attractive? Or because I don’t satisfy her sexually?


  Jealousy is more likely to arise where the perceived threat involves a rival who is seen as in some way superior in some context that is important to the jealous person’s self-image – whether that be wealth, fame, popularity, physical attractiveness, intelligence, popularity, athleticism or whatever.


  Although the jealous person may partly blame themselves for a partner’s infidelity, there must be a much stronger sense of external blame – the partner and/or the rival must be held accountable for a situation that the jealous individual feels they do not deserve. Specifically, as Harris and Darby write, it must be perceived that the “...partner personally caused the action, has control over the action, is responsible for the action, and intentionally committed the action...”


  In order for someone to feel jealous, there must also be an element of hope – they must feel that the relationship can be saved and that the situation is not hopeless.


  Action Response


  Jealousy brings with it an impulse to attack – to take back or win back the person who has been, or is perceived as being, taken from us; to punish the rival who is taking our beloved; and, perhaps, to also punish the one we love who has caused pain by being unfaithful – whether in thought or deed. In the most extreme cases, where the one we love cannot be regained, there may be an urge to destroy them so that no one else can have them.


  In jealousy, we want to ‘get even’ with both our partner and the rival, and to maintain the relationship. These two desires are often incompatible.


  Behaviours associated with jealousy occur on a range that begins with suspicion and an impulse to spy on a partner and continue up to a desire for retribution and physical violence or even murder. These behaviours are usually attempts to protect the relationship, attempts to protect self-esteem, or both. Behaviours that have been identified include:


  


  
    	Denial – pretending nothing is wrong



    	Soothing – trying to avoid confrontation by avoiding the issue



    	Repair-attempts such as sending flowers to the partner or suggesting a romantic weekend away



    	Discussion – explaining feelings to partner and calmly seeking reassurance



    	Expressing feelings – venting frustration, crying, or sulking



    	Compromise – seeking a solution that both partners find acceptable



    	Problem-solving – directly identifying the problem, discussing it openly, and searching for a solution that works for both partners



    	Manipulation of the partner – testing their loyalty by trying to trick them or trying to make them feel guilty



    	Withdrawal or distancing – spending less time with the partner or withholding affection



    	Surveillance of the partner or the rival



    	Restriction of the partner’s movements to prevent contact with the rival



    	Confronting the partner – demanding proof of fidelity or a promise never to see rival again



    	Verbal attack – including sarcasm, rudeness, mockery, or insults/



    	Confronting the rival, accusing them or warning them to ‘back off’



    	Violence – beginning with breaking crockery or slamming doors and progressing to assault and murder of either the partner, the rival, or both


  


  


  Delusional and Pathological Jealousy


  Jealousy becomes pathological, or ‘morbid’, when it involves imagined infidelity and/or violent retaliation. Jealousy is often cited as a contributory factor in incidents involving domestic violence. It is also a significant motive for murder – for both males and females. If their actions do not extend to such violent extremes, people suffering from pathological jealousy may have strong impulses to spy on their partner or hire a private detective to follow them; to interrogate the partner about details of their daily activities to try and ‘catch them out’; to search through a partner’s belongings; to ‘test’ their fidelity and demand ‘proof’ of it; or to demonstrate their superiority over a suspected or imagined rival.


  Coping Strategies


  In dealing with feelings of jealousy, a key question is whether the relationship can be saved. Jealousy can be overcome if feelings of uncertainty about the fidelity of the partner are eliminated, if the relationship is repaired, and if the jealous person’s self-esteem can be restored. It is even possible for a relationship to become stronger after it has been tested by jealousy.


  Harris and Darby said that this can involve trying to identify the scope of the threat – ‘Is he going to leave me?’ – and attempts to deal with it – ‘I must put a stop to this.’ This can involve the earlier and more positive types of action listed earlier.


  The Jealousy Emotion Family


  Jealousy is associated with covetousness. Shakespeare describes jealousy as the ‘green-eyed monster’


  Joy & Happiness


  The term happiness implies a longer-term state rather than a short-lived emotional response. Happiness is related to feelings of pride, comfort and contentment and what is typically referred to as subjective well-being. Joy, on the other hand, is a shorter-term emotional response – connected to a specific incident or circumstance and associated with amusement and laughter. Writers from Aristotle onwards have distinguished between hedonistic pleasure-seeking – which we might link with joy – and the idea of living a good and satisfying life – which brings happiness.


  Bell wrote that joy exists in the present moment – “... the delight of the conviction that the long-expected pleasure is within our reach, and the lively anticipation of the enjoyment which is now decked out in its most favourite and alluring shape. A certain sensation of want is mingled with joy; a recollection of the alternate hope and fears which formerly distracted the mind, contrasted with the immediate assurance of gratification.” 


  A Good Life Well-Lived – the Philosophy of Happiness


  Aristotle noted the importance of health, wealth, and beauty in our lives but said that exercising virtue – ‘doing and living well’ – was the most important factor in eudaimonia or human happiness, well-being and flourishing. Plato’s Definitions states that eudaimonia is – ‘The good composed of all goods; an ability which suffices for living well; perfection in respect of virtue; resources sufficient for a living creature.’ In this context, virtue isn’t limited to moral or ethical behaviour but also includes using one’s abilities to their fullest extent to realise one’s full potential. This idea of living life well and a life worth living have formed the basis of the modern study of positive psychology and measurement of subjective well-being (see below).


  Happiness and Subjective Well-Being


  Subjective well-being is a judgment we make personally about our own quality of life. It is typically viewed in terms of three factors – frequent positive feelings (emotions and moods), infrequent negative feelings, and an evaluation of general satisfaction in life. Subjective well-being is often tested using questionnaires with the outcomes sometimes reported as levels of ‘happiness.’ Subjective well-being tends to be stable over time and is strongly related to personality traits – a positive versus a negative attitude, for example.


  When people are surveyed, specific issues may be cited as affecting subjective well-being – fear of terrorism, and attitudes towards immigration and austerity have featured in recent times. These are the sorts of issues that are also raised during election campaigns. More generally, the factors affecting subjective well-being are:


  


  
    	Relationships & Social Environment – if our friends are happy and our family relationships are stable, we are more likely to feel happy. 



    	Work – factors that influence our enjoyment of work were discussed in the chapter on Motivation, and include things like our degree of autonomy.



    	Financial Security / Wealth – levels of income affect physical and mental health, longevity, infant mortality, likelihood of stressful life events, and exposure to violent crimes. But wealth alone has a relatively small effect on subjective well-being once basic needs are accounted for.



    	Health – There is evidence that health and subjective well-being are connected – good health is associated with greater happiness and positive feelings and optimism can contribute to good health.



    	Leisure – Involvement in sport, exercise, or meditation can positively impact our sense of well-being. Again, factors that were discussed under Motivation are significant here.


  


  


  Positive Psychology


  Positive psychology is concerned with the study of subjective well-being – of what makes life most worth living, or what the Ancient Greeks referred to as eudaimonia – the ‘good life.’


  In his book Flourish (2011), Martin Seligman says that five things contribute to well-being:


  
    	Positive emotion – which can only be assessed subjectively


    	Engagement – including the presence of a ‘flow state’ – which can only be measured subjectively


    	Relationships – the presence of friends, family, intimacy, or social connection


    	Meaning – belonging to and serving something bigger than one’s self


    	Achievement – accomplishment that is pursued even when it brings no positive emotion, no meaning, and nothing in the way of positive relationships.

  


  Collectively these are referred to as PERMA from their initial letters. You will notice that these are the same things we mentioned as contributing to motivation.


  The Causes of Joy & Happiness


  Lazarus writes that happiness arises when “...we have gained or are gaining what we desire.” Or that it occurs “...when we think we are making reasonable progress toward the realization of our goals, with the qualification that this progress must also occur against a generally benign existential background. In other words, if our life overall seems negative, then a positive event may have little power to please.”


  This definition, if thought of in terms of short-term situations, also applies to joy. But joy also encompasses those things that make us laugh – everything from the joyful excitement of a child riding a bicycle downhill to grown-ups laughing at jokes and pranks of all kinds. What causes us to laugh? Things that are funny. A great deal has been written on the subject of humour and I’m not going to try and summarise it here. Instead, I want to concentrate on goal-related situations that cause joy and happiness in our everyday lives. 


  The Reward System & Pleasure Chemicals in the Human Body


  Our bodies ‘reward’ us for engaging in behaviours that are good for our continued existence which motivates us to perform these activities again in future. Several chemicals have been identified in the human body that provide the pleasurable feelings of these rewards. Effectively, your body rewards you with good feelings when you do something good for your survival. Some rewards are designed to motivate us to want, to seek or to ‘approach’ things that are good for us, while other rewards are given after we have acquired and consumed the good thing and encourage us to like whatever the thing was.


  Dopamine is a neurotransmitter that motivates us by rewarding us for wanting or seeking. The anticipation of reward increases the level of dopamine in the brain – as do pleasurable activities such as eating, sex, playing video games and many addictive drugs. Dopamine is popularly regarded as the main ‘pleasure chemical’. It plays a part in motivation, arousal, and sexual gratification and its main purpose is thought to be to signal the value of an outcome that will benefit the body. It also effectively ‘teaches’ us what is good for us by using positive reinforcement.


  Lack of dopamine has been shown to cause lab animals to lose their appetites and their desire to search for food, meaning that they could ultimately starve to death. Dopamine also plays a part in regulating pain in the body.


  Endorphin is a contraction of ‘endogenous morphine’ meaning a morphine-like chemical produced within the body. Its main purpose is to inhibit the transmission of pain signals within the body. It can also cause feelings of euphoria similar to those caused by other opioids. Endorphins are produced naturally in response to pain but their release can also be triggered by activities such as vigorous aerobic exercise producing what is sometimes called a ‘runner’s high.’ Laughter may also stimulate endorphin production.


  Oxytocin is a natural hormone that plays a role in social bonding, sexual reproduction, and childbirth. It also helps with mother-baby bonding and milk production. Oxytocin is thought to play a part in pro-social behaviours such as in-group bonding, empathy, romantic attachment, and trust. It can also evoke feelings of contentment, reductions in anxiety, and feelings of calmness and security when in the company of the mate. It may also play a role in wound healing.


  There is evidence that oxytocin reduces anxiety and fear – but increases ability to learn and remember indicators of danger. It has been suggested that it increases response to all socially relevant stimuli. Responses to oxytocin are thought to be different in males and females. Testosterone may suppress oxytocin – perhaps because hunting and attacking invaders requires empathy to be suppressed? Oxytocin also has anti-depressant effects.


  Serotonin is a neurotransmitter believed to contribute to feelings of well-being and happiness. It is thought that it may play a part in feelings of authentic pride – taking due credit for achievements. Related to this is its role in loyalty and allegiance, in that it seems to encourage behaviour that makes others proud of us – i.e. it encourages us to do things that are to the benefit of the social group – and as a result it may also influence social status and/or feelings related to our place in the hierarchy. It may also lower social aggression. Serotonin contributes to our perception of resources and triggers metabolic processes that are appropriate for scarcity or abundance. It may also play a part in wound-healing and in the regulation of mood, though its role in alleviating depression may have been over-emphasised. 


  Psychedelic drugs including mescaline, mushrooms, LSD and MDMA are thought to affect serotonin in the body.


  Other chemicals in the body have the opposite effect to the ‘reward system’ ones. Cortisol, for example, can negatively affect mood – and pleasurable activities such as laughing, dancing, massage, or listening to music can decrease cortisol levels and so improve mood. Stressful situations, lack of sleep, and other sources of anxiety increase cortisol levels.


  Cortisol is also thought to be triggered by disappointment, functioning as the brain’s way of alerting us that our expectations are not being met and that we should do something about it.


  What about adrenaline and the ‘high’ we get from activities such as skydiving? Adrenaline – or epinephrine – is a hormone and neurotransmitter. It plays an important role in the fight-or-flight response by increasing blood flow to muscles, the output of the heart, pupil dilation response, and blood sugar level. Adrenaline levels increase during exercise. It is also triggered by fear, perhaps because it improves our ability to remember physically or emotionally dangerous events so that we can recognise and avoid them in future. Adrenaline also increases our levels of alertness. It is not known if adrenaline itself functions as a reward and so is felt to be pleasurable, or whether other responses triggered in the body by the same stress that releases adrenaline provide the reward element of the experience.


  If we look at the reward system and the things that trigger different parts of it, we can gain some idea of what the body regards as pleasurable and what causes these feelings.


  Essential Factors – The Necessary Conditions for Joy & Happiness


  Happiness requires only two factors to be present – reasonable progress towards the realisation of a goal and an expectation that good fortune in life will continue.


  Action Response


  Joy is effectively a celebration of a positive outcome which Lazarus describes as being manifested in ‘expansiveness and outgoingness.’ We usually want to share positive outcomes with others. The exception to this being where a positive outcome produces an element of anxiety or guilt, such that it is felt to be short-lived or that it will be followed by punishment.


  Lazarus says that happiness is a ‘socially attractive emotion’ and that we seek to be with happy people rather than unhappy ones. Happiness also seems to be infectious. We are also more likely to laugh when we are in company than when we are alone – which is one of the reasons why sitcoms often have ‘laugh-tracks’ to make us feel that we are part of an audience.


  As happiness seems to be associated with a need to share, it can also result in increased openness and generosity. It may also boost our sense of security, allowing us to relax the protective behaviours we often employ. 


  Pride is also associated with positive outcomes and so it has been suggested that there are similarities between the two emotions – perhaps in the fact that pride always involves happiness and possibly joy.


  The Joy & Happiness Emotion Family


  Terms associated with happiness and joy include gratification, jubilance, exuberance, exultance, enthusiasm, bliss, cheerfulness, playfulness, amusement, gladness, gleefulness, jollity, joviality, delight, euphoria, ecstasy, elation,  and rapture. Some of these refer to a happy mood or mood-like state. Others indicate differences in the intensity of the happy feeling.


  Pride


  Depending on your point of view, pride can be regarded as a virtue or a vice. When viewed negatively, it is taken to mean the same thing as hubris – dangerous overconfidence, arrogance, and an unrealistic over-estimation of one’s own competence, accomplishments or capabilities. In its original ancient Greek context hubris was used to describe behaviour that was beyond the accepted norms or which was seen as challenging the gods. Pride has come to mean virtually the same thing in Judeo-Christian religion, with pride being referred to as ‘the root of all evil’ and one of the Seven Deadly Sins. Pride and hubris are both associated with self-idolatry, vanity and vainglory. In modern times it has also been linked to egotism.


  The ancient Greeks separated pride from hubris. Aristotle regarded genuine pride as a virtue and said that to feel proper pride was difficult “...or it is impossible without nobility and goodness of character.” More recent philosophers and social psychologists have also regarded pride as positive. ‘Virtuous pride’ has an element of humility rather than arrogance and is more concerned with acknowledgement and acceptance of truth rather than triumphant celebration. Pride is a pleasant feeling that results from positive self-evaluation and it also carries with it a sense of social approval or belonging. 


  It is generally in the positive sense of the emotion that we refer to national or civic pride and to pride relating to ethnicity or sexual orientation. Here pride carries elements of contentment and belonging – ‘This is who I am.’ The word ‘magnanimity’ is sometimes, confusingly I think, associated with virtuous pride – I think in this context it probably refers to being proud of who you are but also accepting of those who belong to different groups without regarding yours as ‘superior.’


  Virtuous pride is thought to be associated with positive social behaviours. And like hope, it is believed to encourage individuals to begin and remain focused on useful tasks. It may also have a positive effect on creativity, productivity, and altruism.


  In this section, we are concerned with the positive side of the emotion – with ‘virtuous pride.’


  The Causes of Pride


  Lazarus writes that pride is caused by “...enhancement of one’s ego-identity by taking credit for a valued object or achievement, either our own or that of someone or group with whom we identify — for example, a compatriot, a member of the family, or a social group.”


  Essential Factors – The Necessary Conditions for Pride


  Pride is associated with feelings of happiness but includes something more than simply ‘reasonable progress toward the realization of a goal.’ Pride requires that the positive event we experience also features an element of ego-enhancement – we must feel that we can take credit for the achievement – that it occurred as a result of our own efforts.


  Action Response


  What action does pride spur us to take? Noting the connection with happiness, Lazarus suggests that pride makes us want to express, to share, our sense of accomplishment. He uses the term ‘expansiveness’ to describe this. This expansiveness is effectively the opposite of the urge to hide that results from feelings of shame. In shame, we have failed to live up to a socially approved ideal, in pride we have done the opposite.


  Actions relating to false pride are exaggerations of this expressive impulse and so we then see bragging or showing off, swaggering or strutting.


  I said above that genuine or virtuous pride included an element of humility. Where pride acknowledges our achievements, humility tempers this by ensuring we appreciate our own limitations. 


  Pathology


  Terry Cooper has suggested that hubris or false pride is in the nature of a defence mechanism that someone who lacks self-esteem uses to cover up their vulnerability. “The ‘idealised self,’ the ‘tyranny of the should,’ the ‘pride system’ and the nature of self-hate all point toward the intertwined relationship between neurotic pride and self-contempt.”


  If we feel that we have nothing to be proud of in ourselves, we may attach ourselves to a national, political, ethnic, or religious group in order to experience pride by association. Allegiance to sports teams can include an element of this – sports fans will often refer to ‘their’ team as ‘we.’ This can become an issue if a need to feel superior causes people in a group to attack non-members or members of other groups – this lies behind certain forms of nationalism and prejudice.


  Lazarus has also said another form of pathological pride is manifested in stubbornness that results from a fear of ‘losing face.’ Some people find it virtually impossible to forgive and make up after an argument has wounded their ‘pride’. This can also be seen when people refuse to admit an error, even when the evidence is overwhelmingly against them. Such people would rather suffer the disappointment or anger of others rather than admit their own ‘weakness’ or failing. This sort of behaviour is reflected in the expression ‘Cutting off one’s nose to spite one’s face.’


  The Pride Emotion Family


  I have already mentioned a number of terms, most of which are related to the negative aspects of pride -- hubris, arrogance, self-idolatry, vanity, vainglory, egotism, self-importance, conceit, narcissism, triumphalism, haughtiness, snobbery, superciliousness – along with behaviours such as bragging, swaggering, and strutting. Less negative ones include self-approval, self-esteem, self-regard, satisfaction, fulfilment, achievement, gratification


  Love & Affection


  Love has been described as being when another person’s well-being is more important to us than our own. It occurs in relationships between lovers, family members, and friends. We are also capable of feeling love for complete strangers – though this is often a combination of sympathy, empathy and compassion.


  Friendship


  Aristotle treated love and affection under the heading friendship, noting that it “... has various forms - comradeship, intimacy, kinship, and so on...” He defines friendship as being a feeling that causes us to wish good things for someone, not for our own sake but for the other person’s, and which makes us try and bring these good things about if we can. This feeling is reciprocated by people who are friends. Friends tend to share the same values, wishes, and acquaintances. Friendship, he said, is demonstrated by “...doing kindnesses; doing them unasked; and not proclaiming the fact when they are done, which shows that they were done for our own sake and not for some other reason.”


  We feel friendly towards those who have treated us, or people we care about, well – particularly if they have helped us out during a crisis. We also tend to like our friends’ friends and other people we regard as being like us – that is, in Aristotle’s judgment, men who are temperate and not unjust to others, and those who mind their own business. We prefer those who are good-tempered, not cantankerous or quarrelsome, and who are ‘not ready to show us our mistakes...’ Friends are tactful. They can make a joke and can also stand being made. Friends are also modest and not afraid to admit their own weak points.


  We respect the opinions of our friends. We don’t feel ashamed if we make mistakes in front of them. Good friends are those who do not desert us when we are in trouble. They also remain loyal to us when they are not with us and defend our reputation if necessary.


  Compassion & Kindness


  Aristotle defined kindness as “...helpfulness towards someone in need, not in return for anything, nor for the advantage of the helper himself, but for that of the person helped.” He also said that the nature, magnitude or quality, the location, and the timing of an act of kindness are all significant. The greater the need of the person who is helped or the greater the difficulty in obtaining what they need, the greater the act of kindness is judged to be. “Hence those who stand by us in poverty or in banishment, even if they do not help us much, are yet really kind to us, because our need is great and the occasion pressing...”


  Pity


  Aristotle used pity for the feelings of sympathy – and perhaps empathy – that we feel towards another person. He defined it as “...a feeling of pain caused by the sight of some evil, destructive or painful, which befalls one who does not deserve it, and which we might expect to befall ourselves or some friend of ours, and moreover to befall us soon.”


  Compassion


  Lazarus uses compassion to refer to a ‘problematic emotion’ that is not the same thing as empathy. He says that it involves an “...altruistic concern for another’s suffering and the desire to alleviate it.”


  I have discussed the difference between sympathy and empathy before – sympathy causes us to feel an emotional response of our own that is triggered by the suffering of another person; empathy is when we share the same feelings as the person who is suffering. By these definitions, sympathy and empathy cannot be considered emotions in their own right, since they both relate to a capacity to feel any of several emotions arising from the plight of the sufferer – anger, anxiety, guilt, shame, or disgust, for example.


  Altruism, by definition, means taking action to help others while gaining no personal benefit from the act. There is some discussion about whether any charitable act can be regarded as completely altruistic, since we often feel good about helping others – it raises our self-esteem – and that is technically a benefit to us. Similarly, if we gain pleasure from the gratitude we received from the person we help. For an act to be altruistic, there is also a requirement that the sufferer’s plight has not be caused by us in any way – we must be blame-free – otherwise, our action provides the benefit of assuaging our guilt. And it is necessary that we do not blame the victim for their own suffering – if we judge them to be deserving of misfortune, to have earned it, then we are being less than compassionate. However, feelings of ‘survivor’s guilt’ do not necessarily prevent our actions from being altruistic.


  Compassion has an action response built into its definition – to come to the aid of the person who is suffering.


  Discussing the pathology of compassion, Lazarus notes that some people are unable to regulate their compassionate feelings and so become over-involved in the suffering of others – to the extent that they become distressed themselves. It would seem that genuine compassion requires an element of objectivity, detachment or dispassionate interest.


  At the opposite end of the scale are those who are unable to feel compassion – those with sociopathic personalities.


  The Causes of Love


  According to Lazarus, the cause of love is “...desiring or participating in affection, usually but not necessarily reciprocated.” It typically involves “...feelings of intimacy and loving, pleasure in mutual contact, as well as a commitment to the partner’s well-being.”


  If an individual feels romantically inclined towards another person but the feelings are not reciprocated, we typically refer to it as ‘unrequited love’ and it may trigger emotions other than love in both parties.


  Affection can be experienced as romantic love or as Platonic friendship – what Lazarus calls companionate love. There is also love/affection between parent and child and in other family relationships. Romantic love may include sexual intimacy or it may not, and sexual intimacy can occur without romantic love. Commitment to a relationship – in the form of marriage, for example – may include romantic love and/or sexual intimacy, or it could involve neither of them.


  Lazarus notes that love can be both ecstatic and painful and that stories and poems explore both extremes. He also says that many relationships falter as a result of “...unrealistic and romanticized notions about love as a continual state of mind ... in which the partnership never falters from mutual idolatry.” 


  Essential Factors – The Necessary Conditions for Love & Affection


  Lazarus writes that the essential factors necessary for love or affection is “...desire for mutual appreciation, which is affirming to our ego identity...” If passion or sexual interest are added to this, the love is romantic rather than ‘companionate’ or Platonic. The emotion also requires an expectation that positive feelings will continue in the future.


  If an individual’s feelings are not reciprocated by the other person, love is prevented or undermined.


  Action Response


  Love makes us want to be with those who we love. To spend time with them, to be in their company and to interact with them. With romantic love, there is a stronger desire for physical intimacy – and this may extend to a mutual desire for sexual activity.


  Sexual attraction is a combination of emotional responses and biological drives related to the need for a species to survive through reproduction. 


  Shared love both creates and satisfies a need to feel valued and secure in a relationship. Without these, an individual suffers negative feelings of isolation and loneliness.


  When someone offers us friendship or love, it can make us feel good about ourselves, or it can make us feel uncomfortable if the other person’s attention is not wanted. If we offer friendship or love, we know that there is a possibility of it being rejected, and this fear can cause us to feel anxiety or anger – and in some people, it can inhibit the ability to initiate new relationships.


  The behaviours that are regarded as acceptable or desirable when interacting with a potential friend or lover vary from culture to culture and even between different groups in a single culture.


  Both friendships and romantic relationships tend to develop gradually according to an accepted pattern. If an initial approach by one side is accepted or encouraged by the other, the confidence of the first person is boosted and they are optimistic that the relationship will grow. As mentioned above, the possibility of rejection during the initial or early stages can cause anxiety.


  With romantic relationships, there may be a sense that ‘pursuit’ is part of the ‘game.’ One partner way pretend disinterest or play ‘hard to get’ in order to encourage the other on to greater efforts to woo them. Obviously, this relies on a correct reading on non-verbal signals on both sides.


  Problems occur if the person initiating the contact doesn’t pick up on the fact – or refuses to accept – that the attention is not welcome. Or if one partner tries to move too quickly through the stages of relationship building – or is reluctant to move on through them.


  Loss of love, especially following a long-term relationship, promotes a form of grief that has been compared to that following the death of a close family member.


  Pathology


  Lazarus says that love becomes pathological when “...some powerful and deep need, based on insecurity or personal deficiency, lies at the core of a one-sided attachment...” and notes that this sort of relationship is central to Somerset Maugham’s novel, Of Human Bondage.


  The Love & Affection Emotion Family


  Other terms related to love and affection include adoration, passion or hunger, affection, fondness, liking, attraction, caring, tenderness, compassion, and sentimentality. Also lust, desire, horniness, sensuality, seduction, attraction, devotion, reverence, comforting, and concern. Some of these are related more to ‘companionate’ love while others fit romantic love better. Terms such as devotion and reverence are also used in relation to religious emotions and have strong cultural overtones.


  21 | Creating a Cast of Characters


  Lagos Egri referred to the putting together of a cast of characters as orchestration. “If all the characters are the same type,” he wrote, “for instance, if all of them are bullies – it will be like an orchestra of nothing but drums.” He also said that good orchestration was a way of creating conflict in a story. Egri gives us two key pointers here. We don’t want all of our characters to sound (or look) the same, so we need to put together story people for contrast. And in order to have dramatic scenes, we need to bring together characters who conflict. The third thing we need to bear in mind is the function of the character in the plot – Are they hero, villain, love interest, mentor, or whatever? I’ll use those three headings to explore how we can create a cast of characters for a story.


  If you are writing a new novel or screenplay, you may wonder which characters you’ll need to have. Some of your story people will be primary characters and some secondary. Some will have a role to play throughout most of the story while others may perform a short-lived function in a single or a handful of scenes. But how do you begin selecting them?


  The story itself will suggest some characters – either because of its genre or because of its basic situation. A genre like the old-fashioned whodunit is so carefully structured and plot orientated as to have a set cast of detective, murder victim, suspects, and murderer. If you are familiar with Georges Polti’s book The Thirty-Six Dramatic Situations you’ll know that he gives the required characters as ‘elements’ for each situation – for example, the second situation, Deliverance, needs an Unfortunate, a Threatener, and a Rescuer. The situation suggests the characters that need to be present in the story.


  I have mentioned these questions previously, but they are also relevant here:


  Who must be there? Identify the ‘elements’ as Polti did – the roles that need to be filled. These are typically variations on hero, villain, and victim or co-protagonist. These are parts that cannot be excluded.


  Who might be there? The arena or location in which a story is set often suggests other characters who could be there. The country house setting of the old-fashioned whodunit may have a butler and/or a maid as well as the main characters. These will often be secondary characters but they may serve the function of mentor, herald, reflection, or threshold guardian.


  Who should not be there? Who is the least likely person to be found in this location or situation? Who couldn’t possibly be there? And what if they were? The unexpected arrival and the fish out of water appear over and over in stories. Such characters have a built-in conflict factor that guarantees drama. Think how many times the ‘man in a dress’ idea has been used. Think of Tom Hanks falling in love with a mermaid. Think of body-swap stories like Freaky Friday and Big. Obviously, the more out of place a character is, the more attention they are going to receive so they’re more likely to be a primary character rather than a secondary one.


  Who used to be there? A character who is now absent can still have a significant presence in a story and influence the decisions and actions of characters who are present. The most obvious example is probably the first Mrs. DeWinter in Rebecca. Characters may find their lives overshadowed by the ‘ghost’ or memory of a dead parent or sibling. Or they may assume the identity of a dead person and gradually find themselves sucked into that person’s life.


  Who is not there yet? The imminent arrival of a character can have in impact on characters who are anticipating it. An unborn child can have a significant effect on the lives of the parent to be. A family awaiting the arrival of a long-lost relative may be subject to all sorts of tensions. A significant part of High Noon involves waiting for the arrival of significant characters. Films like Halloween and Jaws are eighty-per cent anticipation and twenty-per cent shock. Waiting for Godot probably takes this idea to the ultimate extreme. Whether the anticipated arrival occurs at the midpoint, the end of the story, or not at all depends on the overall dramatic effect the story is trying to create. If they do arrive, they might not be what people were expecting.


  Casting for Function


  I mentioned at the beginning of the book that character is often considered in terms of plot. Stories require characters to perform certain functions. But having decided what positions are available, we then have to decide what sort of people we want to fill them. Some roles are typically filled by a particular sort of person – a mentor, for example, is usually a wise old man or a wise old woman. But they don’t have to be. We can choose whether we want to cast to type or against type.


  Also, some story people are primary characters and some are secondary – and then there are the walk-on parts and spear-carriers. Does it matter what sort of character we place in each of these positions?


  Primary Characters


  Primary characters are the ones who are responsible for the most significant decisions and actions in a story – they move the plot forward. There are essentially three types of primary character:


  



  Protagonist – typically we refer to them as the ‘hero’ but the main character in a story doesn’t have to be heroic, just interesting enough to keep the reader’s attention and carry the story.


  



  Antagonist – most often the ‘villain,’ but they don’t actually have to be evil or even villainous. The function of the antagonist is to act in opposition to the protagonist and as such they can be a rival or opponent who has no ‘evil agenda’ other than beating the protagonist to a prize – ‘winning’ the hand of a beautiful woman (or man) or crossing the finishing line first in a race.


  



  Co-Protagonist – this can be a sidekick, henchman, the friend or colleague in a ‘buddy movie’ or the character with whom the protagonist has a romantic relationship. The nature of the protagonist and co-protagonist relationship is such that the co-protagonist acts as an ally and as an obstacle/antagonist at different points in the story. In the stereotypical example, the hero and the ‘romantic interest’ (or ‘love interest’) are antagonistic towards one another initially, then they fall in love and become allies, and then the ‘romantic interest’ is kidnapped by the villain and the hero has to go and rescue her – and this obstacle has to be overcome before the hero can fulfil the main objective of his story-quest.


  



  I have seen it said that, as a general rule, a single character cannot fall into more than one of these characters and a character cannot change category. While this is a reasonable suggestion, it is not an absolute rule. There are stories where the co-protagonist is revealed to be the villain/antagonist. There have even been examples where the hero turns out to be the villain. But during the majority of the story, each character does stick to their assigned category – right up until the surprise twist.


  You can have more than one character in each of these categories, but there is a risk of diluting the dramatic potential of each if you do that.


  I covered the creation of protagonists and antagonists in some detail in Plot Basics and in the chapters on the personality archetypes, and I don’t want to repeat that material here, but I will include a few additional observations. 


  In creating primary characters, avoid ‘typical’ characters and stereotypes. Give each a variety of qualities that make them unique people. If your character is of a familiar type with no distinctive characteristics, then a reader is unlikely to want to finish reading your screenplay or novel. If you want a reader, editor, or producer to buy your story, you need to hook them by creating fascinating and vividly original characters and place them in situations that make the reader want to stick with the story and discover the ultimate fate of those characters.


  What makes a character unique? People are all basically the same flesh and blood, and behind our eyes, we have similar thoughts – wants and needs, fears and insecurities. We want to be loved and accepted by our peers; to be happy and healthy. These things make us, essentially, the same. What makes us different is our point of view – the way that we see the world as a result of our individual life experiences. In a character we dramatise this point of view in terms of a dominant attitude and, if appropriate, modification. 


  With any character, you can either cast ‘to type’ or ‘against type.’ With primary characters, you should (almost) always go against cliché. As a first step, think about the most obvious, clichéd character who could be found in your story situation. Or the most clichéd type of personality you could portray for your given character. If your character is a detective, then he is likely to be a white male who is strong, tough, able to hold his own in a fist-fight, good with a gun, cynically soft-spoken, a ladies’ man but a loner. A nurse is female, pretty, young, and single. Then having identified the cliché, consider the direct opposite of one or more of these typical characteristics. Some of the opposites will be absurd and impractical, but others may be worth considering to add unique facets to your character. Brainstorm first and judge later.


  



  The Reflection or ‘Mirror. In many stories, there is a character who serves as the protagonist’s reflection. This is someone whose life circumstances are similar to those of the protagonist. Often the reflection is a lifelong friend but they can be a new friend who has a similar background to the hero. Early on, we see these two characters as very similar – in terms of appearance, occupation, and attitude to life. But as the story progresses, we gradually see differences between them – their paths diverge and they grow further and further apart. This can be because the reflection character has stayed the same while the protagonist has changed as he moves along his development arc. Or it can be because the reflection character has made different decisions to the hero in similar situations. 


  The reflection’s path may take him in a direction that means his life is happier and more fulfilling than the hero’s. In this case, the reflection has not been held back by a false self. Or the reflection’s life may be unhappy and unfulfilling because he has not rejected his false self. In either case, he represents a path not taken by the protagonist. The reflection can serve as a positive example to the hero – this is what you can have if you embrace your true self. Or as a negative example – this will be your fate if you don’t reject your false self. Alternatively, the reflection may act as a ‘variation’ on the story’s theme – if the hero is morally strong, reflecting the virtue side of the ‘story value,’ the reflection will be morally weak and be seduced by into the vice.


  The reflection often serves to highlight the modification of the protagonist’s dominant impression. The reflection will have the same dominant impression as the hero, but without the modification.


  ‘Reflection’ is a function in the story rather than a role – a mentor or a co-protagonist can perform this function in a story. And different characters may perform this function at different times in the story or in different ways, as the protagonist becomes more like or less like certain other characters as a result of his experiences. The villain, as the hero’s shadow, is a specialised form of reflection.


  Secondary Characters & Walk-on Parts


  Secondary, or minor, characters are all the other people in the story, the characters needed to add logic, humour, complexity, depth, and reality to the story. They can serve as many of these functions as necessary, and should be rich, unique and emotionally interesting. But, they should only be used where they serve the plot. Each secondary character must have an essential role to play and be needed in some way related to the hero’s action and/or character development. They might provide a clue or information to a detective in a mystery or add stature to a main character – a bodyguard, assistant, etc.


  What are secondary characters for? How should they be used? Every time a character enters a scene – any character – it usually means a complication. So secondary characters can be used to add a fresh spark of life to a scene, providing fresh insights or re-igniting a flagging conflict. And secondary characters can be created in such a way as to provide a contrast for one of the major characters, drawing attention to an important trait of that major character. Secondary characters can also be used to add texture, colour, and contrast to enhance a story. Do not fill a story with large numbers of walk-on characters who will only get in the way and diffuse the plot.


  For the most part, we want our walk-on characters to fade quickly, disappearing back into the scenery once they have performed their allotted function. There are a number of things you can do to make sure that secondary characters don’t steal the limelight from your primary ones:


  



  (i) Cast to type. When a character behaves in a way that is typical of his occupation or role, when he does exactly what the reader expects him to do, little notice will be taken of him. If a waiter acts like a typical waiter, or a taxi driver like a typical taxi driver, they do not call attention to themselves, and quickly fade from memory when gone.


  Stereotypes relating to particular cultural, racial or sexual groups are more problematic and should be avoided: it is not acceptable to demonstrate ignorance of, or prejudice towards, a specific group.


  Going against type or stereotype makes a character strange and draws attention to them; the reader will notice them, and they will expect this strangeness to amount to something in terms of the story. This may not be a bad thing if handled correctly – as long as the reader doesn’t come to really care about the character and expect them to play a continuing role in the story. The best way to do this is to create minor characters who are eccentric, exaggerated, or obsessive – but not sympathetic. They can be colourful and lively, but still able to disappear once they've served their purpose. Colourful, unconventional, wacky, eccentric characters make useful secondary characters for enlivening stories.


  



  (ii) Focus. A character becomes significant, noticed by the reader, when everyone else on stage looks at or listens to them when they’re there, and talks about them even when they aren’t. You should avoid focusing on secondary characters. 


  



  (iii) Frequency of appearance. If a character keeps cropping up, even if they don’t do very much, the reader expects them to do something significant. Why else would the writer keep bringing them back? Minor characters should spend only a short time ‘on stage.’ Secondary characters may make a difference to the plot, but the reader should not become emotionally involved with them – their desires and actions might cause a twist in the story, but they should play no role in shaping its ongoing flow. A secondary character should enter, do one or two things, then disappear; they should not keep reappearing in the story.


  Don’t forget that part of the implicit promise made to the reader is that the more time and effort that goes into creating something, the more significant that thing will be in the story. This means that walk-on characters should disappear, fading back into the scenery, as soon as they have fulfilled their plot function.


  



  (iv) Action. Even if a character doesn’t appear very often, if what they say and do has a significant effect on the plot, then the reader will regard them as a major character. Save the big, dramatic actions for primary characters. 


  



  If a character who isn’t supposed to matter gets out of hand, distracting attention from the main story, that character must either be cut completely, and saved for another project where the writer can explore why this character became so interesting, or the story must be revised to allow the character to matter, by making them one of the main characters.


  When describing secondary characters – and the scenes in which they appear – in a novel, they will typically be seen from the point of view of a primary character. Select elements to comment upon which this character him or herself would select, based on their background and personality. The description then becomes information about the primary character and reveals something about them. This applies whether you are writing in the first or the third person.


  Presenting a scene from the point of view of a secondary character can be done, but it risks drawing too much attention to that character. Obviously, there may be occasions when it is vital to the plot that you do distract attention from a major character, in which case you can do it with a secondary character.


  



  Secondary characters include:


  



  The Mentor. The ‘wise old man’ or ‘wise old woman’ – who doesn’t necessarily have to be wise or old. Or human – who serves as a sort of advisor, teacher, and occasionally ‘donor’ to the hero. This character shares knowledge and experience; may help train the hero, passing on particular skills; and may give the hero a weapon or some other useful item to use during his quest. Think Mr. Miyagi in The Karate Kid, Gandalf in The Lord of the Rings, the Fairy Godmother in Cinderella, and Obi-Wan Kenobi in Star Wars. Other characters – such as the co-protagonist and even the villain – can also perform a mentoring role and a hero may have several during the course of a story. The mentor is a special form of ally.


  



  The Confidante. Technically, confidante is female and confidant male. This is a person in whom a primary character, usually the hero, confides. It is an ally with whom the hero shares his or her secrets, dreams, and fears. Having a confidante means the hero doesn’t have to talk to himself during his private moments. This function can be carried out by the co-protagonist or the mentor or another character. Sometimes the confidante betrays the hero – usually at a suitably dramatic moment in the story. Or the confidante may be kidnapped or killed by the villain – usually at a moment when it is most likely to undermine the hero’s confidence.


  



  The Henchman. This character is essentially the villain’s co-protagonist and confidante. Typically he is a black knight to the hero’s white knight and serves as the villain’s muscle. The henchman does the villain’s dirty work – and he’s usually very good at his job. In stories where the villain’s identity remains secret until late in the story, the henchman is the visible manifestation of the villain’s evil plan.


  



  The Herald. This is a function that Christopher Vogler names in The Writer’s Journey. The herald is a character who appears in the hero’s life one day and announces that an opportunity for adventure has arisen. This is the character who, in some way, issues or identifies the challenge and makes us aware that the protagonist has a chance to do something significant. The arrival of the herald – who might be someone bearing news or a letter or an eviction notice; or a disliked relative or an old flame turning up on the hero’s doorstep – upsets the status quo and causes an imbalance in the hero’s life. The peace is shattered, and nothing will ever be quite the same again. The role of herald might be played by the villain, the mentor or the romantic partner, or it might be a bit-player who we never see again.


  



  The Threshold Guardian. This is another function identified by Christopher Vogler. In Vogler’s plot model, the hero’s journey, there is a physical or metaphorical border that the hero must cross in order to enter the ‘strange new world’ in which the bulk of his adventure or quest will take place. Crossing this border takes the story from Act I into Act II. It is like a door or gate that the hero has to pass through. Before he can actually ‘cross the threshold,’ the hero must prove his commitment to the adventure and his suitability for the role of hero by facing and getting past a threshold guardian. They may seem menacing, but they are really a kind of test or initiation – if properly understood, they can be overcome, bypassed, or even turned into allies.


  Threshold guardians are not usually the main villain or rival, but they are often the hero’s henchmen, hired to stop people from trying to approach the villain’s lair, which lies deep in the ‘new world’. Villains often employ and/or tolerate a variety of underlings – gatekeepers, bouncers, bodyguards, sentries, gunmen or mercenaries – to protect them and warn them if someone tries to approach his lair.


  The hero’s mentor can serve as a threshold guardian – particularly a flawed or unwilling mentor – and may try to persuade the hero not to undertake the quest. They may warn him of the dangers because they themselves are afraid to face these dangers; or, they may be jealous of the young hero, afraid that the hero may succeed where they have failed. The hero will have to overcome the mentor-threshold guardian as he would any threshold guardian, by proving himself worthy of crossing the threshold.


  The main function of the threshold guardian is to test the hero. Heroes facing a threshold guardian must solve a riddle or meet some other challenge. The hero might react to the guardian in a number of ways – he could turn and run; attack the guardian head-on; use craft or deceit to get by him; bribe or appease the guardian; or try to make an ally of this presumed enemy.


  



  Comic Relief. Sometimes you need a character (or a pair of characters) to come in and lighten the mood. Even in the most serious drama, you might need a change of pace or something to mark a significant turning point in the story. If you’re familiar with Shakespeare’s plays, you’ll know that his tragedies usually had a character who makes us laugh or a pair of ‘clowns’ who provide a break from the heavy drama. 


  Comic relief can be provided by one of the primary characters – the co-protagonist, perhaps – or by a secondary character such as a confidante. Mentors can be humorous and villains sometimes have the best lines – Alan Rickman’s performance as the Sheriff of Nottingham in Robin Hood: Prince of Thieves is a great example. 


  



  The Lover. The hero may have a romantic and/or sexual relationship with someone who is not the co-protagonist. This person can be a relatively minor character in terms of the plot – they may serve as a confidante or sounding-board, but otherwise play little part in the action. Or they may betray the hero at a significant moment, effectively becoming a sort of femme fatale. The lover might also play a part in the protagonist’s character development – she (or he) might embody the sort of relationship the protagonist’s false self wants or the sort his true self needs.


  Casting for Contrast


  Characters who have contrasting personalities and different backgrounds will speak differently – their dialogue will demonstrate the contrast between the two. Egri uses the example of a virgin, whose ideas will be naïve, and a rake, whose experience will be reflected in everything he says. If the characters in your story sound too much alike, or if they do not find themselves in opposition, then they are probably not sufficiently contrasted in terms of their personalities.


  Contrasting characters add depth, texture, and focus to a story. They can help highlight or clarify character traits in each other. Hamlet is indecisive but Laertes is certain of himself and takes action. Othello is hot-tempered and impulsive while Iago is a cool schemer. But these characters don’t contrast with one another simply for the sake of being different. We don’t put contrasting characters together just for the sake of creating conflict – that conflict must be motivated in a way that serves the needs of the story as a whole. The contrast between characters must be related to the theme of the story – to the ‘story value’ or virtue that is at stake. While all of the major characters will be different to each other, their differences will be variations on a theme. In Othello, for example, all of the characters differ in relation to the main theme of jealousy/envy – Othello and Iago are both ultimately destroyed by it; Desdemona is free from it but becomes a victim because of it; and even Iago’s wife, who is a relatively minor character, exists in contrast to Desdemona but also ends up a victim of the jealous actions of another. Cassio and Roderigo are also contrasting characters whose fates are determined by Iago’s jealousy and their roles in his schemes.


  Characters should be chosen who are different physically, in point of view, dominant impression, attitude, background, interests, goals, and dramatic potential. They need to have different tags that highlight the differences between them and remind us who each one is whenever he or she enters a scene.


  These differences in character will affect the relationships between the various story people: A will like B, love C, hate D, distrust E, and think F is a fool. Meanwhile, B may love F, distrust A, and so on. Failure to create contrasting characters and develop meaningful relationships between them can result in a novel or screenplay feeling shallow and unconvincing. Strong characters and relationships provide the best opportunity for dramatic conflict and for vivid dialogue.


  Casting for Conflict


  You cannot have drama in a story without conflict: in every story, and in every scene within a story, someone must want to achieve something, and they must face opposition. Conflict doesn’t have to mean fisticuffs and shouting matches, it can be subtle, implied and/or symbolic, but it has to be there, no matter what kind of story is being told. It is often said that there are a limited number of possible conflicts: man versus man; man versus nature; man versus fate (or destiny); man versus God; man versus society; man versus machine; man versus the supernatural, and man versus self... In terms of character, the only one we’re really interested in is man against himself, the inner conflict of true self versus false. The other types of conflict can – and should – appear in a story, but they will in some way symbolise, or be otherwise related to, the internal conflict.


  That having been said, the most dramatic form of conflict is man against man, because this is a dynamic conflict: Bert tries to achieve something, and Ernie prevents him from achieving it; so Bert tries harder, and Ernie responds with equal determination... 


  It has been said that in order to create drama you put two people in a room and have them disagree with each other. “Bring opposites face to face and conflict is inevitable,” Egri wrote. And reminding us of the importance of personality over role, he wrote: “It is possible to choose two liars, two prostitutes, two thieves, for one play, but necessarily they will be different in temper, philosophy, and speech. One thief might be considerate, the other ruthless; one could be a coward, the other fearless; one might respect womanhood, the other might despise women. If both have the same temperament, the same outlook on life, there will be no conflict – and no play.”


  I have also said that there is an overall conflict in a story in the form of the thematic argument: the argument presents the case for and against the author’s viewpoint at various points in the story, eventually providing the final evidence that convinces the reader of the author’s argument. This final evidence is usually presented as the outcome of the internal and external conflicts in the story, that is a final man versus man conflict (or man versus some other external opposition) demonstrates the outcome of the man versus self internal conflict. The resolution of the story’s conflict proves the story’s thematic argument.


  The task of the writer is to instigate a conflict, develop it and present both sides of the argument so that the reader can weigh up the evidence; and then the writer must resolve the argument in a way that provides the final piece of evidence that convinces the reader. And the most dramatic way to achieve this is to use characters to present and resolve the argument. We need characters in opposition who will create and dramatise the argument and we need characters who can work together to resolve the conflict. Which is another way of saying that we need a protagonist or hero; he or she needs an opponent in the form of a villain, rival, antagonist, competitor, or whatever; and the protagonist will also need a co-protagonist, a partner or ally who will help him develop as a person and resolve his inner conflict. There will be other characters who also either support or oppose the protagonist during the story – and the same character may do both at different points in the story.


  Okay, that’s what we have to do, which is pretty obvious. But how do we achieve this? For a story to be about something significant, we can’t just put two people on stage and have them argue for the sake of arguing: Shakespeare called this sound and fury signifying nothing, and it’s a problem a great many action-adventure movies suffer from – great set pieces with virtually no purpose or significance. We need the disagreement of our characters to come from deep within – we need not just a difference of opinion, but a clash of personalities. To create dramatic conflict, we put together two personality types that we know are going to spark off one another and fight. 


  But we also need to know which personality types support each other. Who will help bridge the gap between want and need and allow the protagonist to develop in such a way as to be able to resolve his own inner conflict, and bring the external conflict to a resolution? To answer this, we just need to know which personality archetypes conflict with one another and which can work together for a shared purpose.


  This is another example of authorial sadism: the writer must force the protagonist to associate with people he dislikes, fears, hates, despises... Even the ally or co-protagonist will be someone who disagrees with or challenges the protagonist because this will help make the protagonist face his or her fears and begin the development process. And every other character in the story will either support or oppose or contrast with the protagonist.


  The way we have defined our six character personality archetypes makes it reasonably straightforward to pick the characters who will conflict, support, and contrast with the main character. On the following pages are serving suggestions for cooking up your cast of characters; details of how you can put the drama in your dramatis personae.


  Which Characters Conflict – and Why?


  The protagonist (or hero) of a story primarily engages in conflict with two other characters – the antagonist (or villain) and the co-protagonist (the ally, romance, or buddy). The antagonist is the shadow version of the protagonist – they typically share the same personality archetype and the hero recognises this (at least subconsciously) and despises the villain because he is afraid of becoming him. The villain is also typically an extremely negative or immoral version of the hero’s false self. The hero is afraid of this side of his own nature and so demonises it.


  The co-protagonist is typically drawn to the hero’s true self and tries to encourage him to embrace and become this version of himself. The co-protagonist typically embodies the qualities in himself that the hero denies – the hero regards them as a weakness and so he despises this side of him. The fact that the co-protagonist has these same qualities and/or encourages them in the hero means that – at least initially – the hero despises or is antagonistic towards the co-protagonist. The co-protagonist tries to get the hero to become his true self but that involves facing the thing he fears most, so the hero backs away.


  We know that hero and villain share the same personality archetype. But which personality archetypes best serve as co-protagonists for the hero? That is, which character is most likely to have the potential to encourage the hero to face his fears and become his true self? Who is the hero likely to trust – ultimately – to help him do this?


  And which type of character has so little in common with the hero that he could never trust them? Which type of character is he likely to conflict with on almost everything?


  The people we despise or can’t get along with – particularly when we become obsessed with their ‘negative’ qualities or ‘wrongdoings’ – can tell us a great deal about ourselves. We tend to hate – to attack or defend ourselves from – the things we fear.


  The archetypes with which a character conflicts are the ones that represent the thing(s) the character fears. These archetypes are what he fears – or that’s how he subconsciously perceives them. Consciously he blames them for the negative things that make him uncomfortable. He regards them as the cause of the things in the world that he dislikes or is afraid of.


  



  The Carer is afraid of taking responsibility (power) for herself. She hates ‘selfish’ people – either those who look out only for themselves and don’t care about others or those who ‘take advantage of’ the Carer’s good nature. The Carer is afraid that, deep down, she is selfish and harms others for her own benefit – as her shadow self does – and fears being abandoned as a result. Hating loneliness and abuse of power, the Carer clashes with the Thinker and the Warrior, and particularly with the Adventurer whose personality includes both the Warrior and the Thinker.


  



  The Warrior is afraid of being weak or vulnerable, and is also afraid of being exposed as a ‘fraud.’ He hates weak and submissive people, the ones who do not ‘stand up for themselves,’ and those who do not accept their share of responsibility, expecting to be rescued or expecting special dispensation because of their ‘specialness.’ The Warrior also hates anyone who he feels has power over him – in any form. As well as including people who are stronger, more skilled – including his ‘intellectual superior’ – or higher up in the accepted hierarchy (such as his father), this also includes anyone the Warrior feels obligated to, including anyone he falls in love with. And he hates anyone who is perceptive or empathic enough to see behind his persona to the fear beneath: this is another form of power. His fears mean that he clashes with the Carer and the Thinker, who are both physically weaker than him, but who also have qualities – knowledge and empathy – that potentially give them power over him in some areas. The Warrior will clash with the Artist in particular, since this archetype includes aspects of both the Carer and the Thinker.


  



  The Thinker fears the non-rational physical and emotional feelings that haunt him. He hates anyone who ‘overvalues’ physical prowess – the warrior or the ‘jock’ – regarding them as Neanderthals who use brawn rather than brain. He also hates anyone who is overtly sexual, who is comfortable with their own body and desires. The Thinker also hates anyone who enjoys and seeks out emotional experiences: he regards romantic stories as ‘mawkish’ and most humour as ‘puerile.’ Hating both physical and emotional feelings, the Thinker clashes with the Warrior and the Carer, and with the Adventurer in particular, as his personality includes aspects of both Carer and Warrior. 


  



  The Adventurer combines aspects of the Warrior and the Carer: he is an idealist whose experiences have made him cynical. He hates hypocrites – people who say things that they don’t believe, or people who won’t say what it is they believe or feel. He does not trust people who over-intellectualise and are afraid to act: he believes that people should do what they feel. Like the Warrior, the Adventurer hates to be vulnerable, and like the Carer he hates to be ‘taken advantage of.’ As he embodies both physical and emotional feeling, the Adventurer clashes with the Thinker. This is in part because he is afraid of spending time alone with his own thoughts because then he would have to confront and deal with painful memories. The Crusader and the Artist also have elements of the Thinker, and so the Adventurer will also clash with them.


  



  The Crusader is a combination of Warrior and Thinker, and believes that you should to action based on what you believe. He hates people who do not take a stand, who do not act on their convictions. He hates people who he regards as lazy or lacking ‘moral fibre.’ And he hates people who challenge or ridicule his beliefs. Like the Warrior, he hates to be vulnerable and hates people seeing beneath his persona. And like the Thinker, he hates physical and emotional ‘pleasure seeking,’ regarding it as a distraction from his crusade. Because he believes in ‘being responsible’ and taking action, the Crusader clashes with the Carer, because she appears to be afraid of responsibility, expect other people to take care of things for her. The Crusader may also clash with the Adventurer and Artist, who both have elements of the Carer in their personalities.


  



  The Artist is a combination of Carer and Thinker, and believes in expressing his emotions – especially his ‘suffering’ – creatively. He hates people who extravertly – and ‘shallowly’ – express their personalities, creatively or otherwise, without angst. He hates ‘conformists’ and anyone else who he regards as lacking imagination. He hates the ‘philistines’ who cannot appreciate art on an emotional level. And he hates crude, ‘mass-market,’ ‘lowest common denominator’ visceral entertainments, whether that be television programmes, movies, novels, or fast food. The Artist fears that he himself is ‘nothing special’ and that his creativity is nothing more than ‘artistic pretension.’ He fears being a shallow fraud, and so clashes with the Warrior, who he sees as embodying all that is false and shallow. The Artist will also clash with the two archetypes that also feature elements of the Warrior, the Adventurer and the Crusader.


  Allies, Confidantes, Co-Protagonists and Best Friends


  Which of the archetypes provide the best support to each other? 


  



  The Carer’s greatest need is to develop her own personal power, to accept responsibility for, and to nurture, herself. She needs to be more like the Warrior, but pairing her with a ‘pure’ Warrior type would lead to a head-on battle of opposites, so she is more likely to find an ally and confidant in someone who shares at least some of her own qualities. The Adventurer and the Artist both have elements of the Carer in their personalities, and so are likely to have experiences in common with the Carer. Depending on the circumstances of the story, the Carer may need to learn some of the Thinker’s objectivity, from the Artist, or some of the Warrior’s assertiveness, from the Adventurer. Or both – with different characters in the story helping her to develop what she lacks in these areas.


  The Carer can be needy and needs to develop self-confidence and self-respect. Ideally, she needs to do this without going too far and becoming aggressive and dominating in the process. She also needs to learn self-nurturing – perhaps from the Artist – and to express emotions creatively or externally, rather than regarding relationships as the only outlet. A Warrior or Adventurer in the form of an Amazon or Matriarch can be a role model, showing her how to be proud of herself and accept her own power. Such a character could also drag the Carer out of her protected little world and force her to confront ‘reality.’ Or an Over-Controlling Mother could cause her to escape and begin fending for herself.


  The Thinker or Artist can teach the Carer how to value being alone and use the time for self-reflection and creative pursuits. He can teach her to look inside herself to discover who she really is. She might receive nurturance from another Carer – or a Carer variant, such as the Artist or Adventurer – and discover what it feels like to be in an equal relationship with someone. The Adventurer can encourage her to be spontaneous and have fun. The Seducer or Seductress variant of the Adventurer archetype can help open up her more sensual side, and allow her to take greater pleasure in her relationship with a partner, rather than just meeting that person’s needs.


  An abusive relationship with a Dictator variant of the Warrior or with a Crusader could teach her to stand up and defend her own rights. 


  



  The Warrior is self-confident, but can also be selfish and controlling. He needs to learn to be more caring and open about his emotions, and can learn this from the Carer or Carer-variants, the Artist or Adventurer. The Carer can teach him the value of helping others; and about trusting others to help him. The Adventurer can also teach him about having fun, and enjoy life in terms of personal challenges, rather than regarding each activity as a competition with someone else.


  Because the Artist has elements of the Carer and Thinker – both elements that the Warrior lacks – there is likely to be more potential for conflict between Warrior and Artist than with any of the other archetypes, who each only have one of the elements the Warrior lacks. The Thinker can teach him how to fight with words, or how to out-think an opponent. The Thinker’s influence can be calming, encouraging the Warrior to think things through before acting, to anticipate the consequences, and to reflect on past action. The Crusader (Warrior plus Thinker) can teach the Warrior value of altruism and fighting for a cause, but if he moves too far in the direction of the Thinker, the Warrior risks becoming secretive and fearful or paranoid.


  The Amazon variant of the Warrior can show the male Warrior that women can be allies and friends, and that female does not mean weak. Where the Seductress variant of the Adventurer can show him how a devious woman can beat all of his defences and overpower him.


  The Warrior might find himself in conflict with an Over-Controlling Mother or a Scorned Woman, both variations of the Carer, and discover that her rage can easily match his own. He cannot dominate her, and so must learn another way to resolve the conflict. She may humiliate and humble him, turning his life upside down. Or the Warrior might find a Carer or Carer-variant who does not want to be ‘rescued’ – and the Warrior will have to learn a different way of relating to such a character.


  



  The Thinker tends to be detached and pessimistic. He needs to develop self-confidence and decisiveness, qualities he can learn from the Warrior; and needs to learn access and express his emotions, that he can learn from the Carer. Lacking elements of both the Warrior and the Carer means that the Thinker is least compatible with the Adventurer, who has both Warrior and Carer elements in his personality. The Thinker is more likely to develop his Carer side by relating to the Artist (Thinker plus Carer), and to develop his Warrior side by associating with the Crusader (Warrior plus Thinker). The Crusader can teach the Thinker about committing himself to a cause – making a decision and acting upon it.


  The Artist can help the Thinker explore his emotional side, including his sensual feelings. The Artist can also show him that creative activities can be enjoyable and of emotional value, rather than just have practical or objective value. There is a risk that if the Thinker moves too far in the direction of the Carer that he would become needy and resentful. 


  The Dictator variant of the Warrior could impose so many rules and restrictions that the Thinker would have to stand up for himself.


  The Scorned Woman’s or the Psychopath’s anti-social behaviour could force the Thinker to re-evaluate his own behaviour, causing him to change how he interacts with people.


  



  The Adventurer combines elements of the Warrior and the Carer, and so the Thinker element is weakest in his personality. As the Adventurer and Thinker are effectively opposites, the Adventurer is more likely to develop this missing aspect through a relationship with a Thinker variant, the Artist or the Crusader. From the Crusader he can learn, or rediscover, the importance of having a purpose, of having something to believe in; and they can teach him the importance of altruism and of commitment to a cause.


  From his Carer side, the Adventurer can be disorganised, and from the Warrior he can be greedy and lustful. The Thinker aspect of the Crusader can teach him to be more responsible and aware of the consequences of his actions; more forward-looking. The Adventurer can learn to be more focused and profound – less superficial – from the influence of the Crusader, but he risks becoming perfectionistic and critical.


  The Artist could teach the Adventurer that it is possible to achieve something important – make use of creative talents – and still have fun. The Thinker can also teach him (or her) that they can be valued for their mind as well as for his (or her) body. The Thinker can also teach him how to enjoy being alone, without fear of being abandoned, and to do nothing, and not fear being overwhelmed by bad memories. The Carer within the Artist will support the Adventurer, taking care of him until he is ready to commit.


  The Warrior or Amazon can teach him to self-discipline, as well as providing a role model as a leader. Where the Dictator or Psychopath variants of the Warrior, or the Destroyer variant of the Artist, could force the Adventurer to stand up for himself or others, and take responsibility for solving a problem for the good of all.


  The Adventurer might meet their counterpart in the Seductress or Seducer variant, who will love and leave the Adventurer, giving him (or her) a taste of his or her own medicine, showing them what it feels like to be dumped when the fun is over.


  



  The Crusader is a combination of the Warrior and Thinker, and so lacks the Carer element. He is most likely to develop this element in the company of a Carer variant, the Adventurer or the Artist. The Crusader, from the Warrior, can be angry and critical, and from the Thinker can be overly rigid, aloof and unemotional. The Adventurer can show him how to be more spontaneous and how to have fun. From the Artist he can learn to take pleasure in the world around him, enjoying what is, rather than just campaigning for what ought to be. The Carer in either variant can help the Crusader re-experience his emotions, though there is a risk that he could go too far and become moody and irrational – a Carer-martyr.


  



  The Artist is a combination of the Carer and the Thinker and lacks the Warrior element. He will develop this best in a relationship with a Warrior variant, the Adventurer or Crusader. From the Adventurer, the Artist can learn to be more spontaneous, to enjoy the present moment and have fun. From the Crusader he can learn how to have a purpose that will give him something to communicate creatively through his art. The Warrior elements of the Crusader and Adventurer can teach him how to be a better businessman and manage his own career and destiny; it can also show the Artist how to control his emotions, particularly the anger arising from his envy of others.


  The Artist, from his Thinker side, can seem aloof; and from the Carer, can be emotionally turbulent and envious; he can also become needy and clinging. Influence from the Crusader can help him to become more objective and altruistic.


  The Charmer or Seductress side of the Adventurer can show the Artist how to be more sexual and sensual; how to be more in touch with his body and instincts, to be more spontaneous, rather than over-analysing. A more troubled Adventurer-type, a wounded cynic or ‘orphan,’ can force the Artist to reassess his actions and emotional blackmail – refusing to allow him to be abusive towards him/her.


  



  The main dramatic combinations of archetypes are relatively straightforward, and can be summarised in a table:
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  What is the relationship between an archetype’s ‘opposite’ and its shadow? The shadow, as we’ve said, is an extreme form of the archetype’s false self. In contrast, the opposite is an extreme form of the archetype’s denied self. Where the Warrior denies having emotional feelings, the Artist celebrates and expresses them creatively. Where the Thinker is afraid of feelings and is wary of acting, the Adventurer is a pleasure-seeker who rushes in without thinking. And so on. The ‘opposite’ is what a character could become if they decided they needed to stop being their false self and tried instead to become the exact opposite – in other words, they try and replace a ‘bad’ false self with a ‘good’ false self.


  The opposite is the kind of person an archetype has least in common with, a person whose experience and outlook on life will be most alien to them. And, as we said above, the opposite embodies those qualities that the character despises and fears.


  A final point to remember is that a character is actually a mixture of all three main types – Warrior, Carer, and Thinker – but is usually dominated by one or two of them. Different aspects may dominate the same character in different circumstances. At some times, the Artist will behave more like a Carer, unselfishly helping others discover their own creativity, for example; and at other times the Artist will be more like the Thinker, suffering paranoid fears and locking himself away from the world. And, very occasionally, the Artist will also demonstrate his Warrior-aspect, even though this is his least developed side. The same is true of all of the archetypes.


  The Ensemble Story


  The ensemble story does not have an individual hero who is trying to achieve an individual goal. Instead, it follows several people, all with their own storylines and their own goals. Their storylines may never intersect, being variations on a theme that the author wants to explore, but more usually the people who make up the ensemble and their storylines are linked in some way.


  The ensemble story has many of the same features of the usual main plot plus subplot story, but there is no single storyline that dominates the others. The story may be made up of multiple main plots, or a combination of main plots and subplots. Keeping the audience’s attention, and switching smoothly between the different plot lines is more of a challenge.  


  A key point to consider is: what is it that links the different storylines, or the characters within them? It can be a location or situation: the characters in John Hughes’ The Breakfast Club are all in detention. Or it can be an object, as in Tales of Manhattan (six stories about the same black tailcoat), or the title objects in Twenty Bucks, Dead Man’s Gun, The Red Violin and The Yellow Rolls Royce. Or it can be that the characters face a similar predicament or defining moment: the transition from college to adult life; marriage; the birth of a child; joining the army...


  The ensemble story is much more common in television than in films. An ongoing series has much more time to explore the separate ambitions and relationships between a large cast. Desperate Housewives, Lost, The Wire, and every soap opera you can name are all ensemble pieces. The situation comedy Friends also had an ensemble cast.


  An effective ensemble story is one where different characters – that is, contrasting archetypes – are used to explore a common theme. Each character will have their own way of dealing with the issue at hand, and will make choices and act according to their character – each will try and achieve happiness or success or survival in their own way. The audience has the opportunity to compare their different approaches and discover which – if any of them – had the right approach. There is more scope for contrasting tragic and ironic outcomes – and none of them has to live happily ever after. Not every storyline has to be resolved – some can end ambiguously, or be left hanging at a critical point, leaving the audience to ponder possible outcomes. This is probably more acceptable in an ensemble movie that a single-protagonist one, where the audience would be left frustrated by an ambiguous or hanging ending. The ensemble story allows you to tie up most endings neatly, and still have a chance to throw in a less clear-cut outcome to one storyline. The ending of the film Diner shows where each of the characters has ended up, and not all of them have resolved their problems. If everyone has a happy ending, the film had better be a comedy, because it isn’t reflecting real life. In our own circle of friends, we know that some people never resolve their problems, and some people never achieve a happy ending.


  An ensemble story doesn’t have to follow a group who are known to each other or who are friends or family. Films such as Nashville and Short Cuts show various characters whose lives only touch each other coincidentally. But the characters are all facing similar issues – their stories are related thematically: ambition, politics and empty goals in the case of Nashville (according to the New York Times); and the problems of communicating within relationships in Short Cuts, which was based on nine Raymond Carver short stories.


  Ensemble stories probably work best when there is some link between the different characters, and where their storylines intersect, or at least encounter one another, at various points. One character might be the protagonist of his own storyline, and the antagonist in another. Or the lead in one story might be a minor character in another. Obviously, this works best in a situation – a context – where it logical for different people to meet. The 1932 film Grand Hotel uses such a location. Some films use a workplace or a competition as the context in which characters are brought together, and kept together, for the duration of the story.


  Building a climax and resolution into an ensemble story can be more difficult, as there is usually no one goal for all of the protagonists. A context such as a race or a competition or a task to be completed can provide a logical progression and a natural ending against which the different storylines can play. Setting the story against a particular event, or within a specific timeframe, can also provide a natural structure. Diner has the friends coming together for a wedding and Nashville takes place within the framework of an outdoor music concert. 


  Individual storylines can be structured with their own climaxes, and if several stories can reach their climax simultaneously, then this can make for an effective resolution to the film as a whole. In sequencing the climaxes of the different storylines, my advice would be to start small and build to the most dramatic, but try to alternate the high drama or high action climaxes with less dramatic ones, for example small, medium, small, medium, high, medium, highest. Or something like that. Obviously, the sequencing of the individual climaxes will also be dependent on what roles various characters play (if any) in the different storylines.


  How Many Characters?


  In a movie, you only have a limited amount of time to introduced characters to the audience. In an ensemble story, you might have six or seven primary characters as a maximum while other films will typically have three to five. In theatre, a similar limit applies due to the length of the play and the availability and cost of multiple actors. A television series with a season of six, thirteen, or twenty-plus episodes offers more time and is ideally suited to an ensemble cast, but even there six or seven is probably your limit. With novels, the limits are less clear because the practical constraints of time and cost don’t apply. But I would say that six or seven main characters is still your upper limit, will the possible exception of a multi-generational saga. Readers can only handle a certain number of characters before being completely overwhelmed and unable to keep track of who they are and what their roles and relationships are. The more characters you have, the more you effort you have to put into reminding readers who is who each time they appear.


  In terms of a lower limit, you can have a story with one main character – but two gives you more opportunity for conflict. And dialogue. Three gives the potential for two contrasting and/or conflicting relationships – A with B and A with C. This your classic ‘love triangle’ and can also be used in other circumstances.


  A larger cast allows for a greater number of relationships – some of them triangles – but with greater complexity comes the risk of greater confusion. If you find yourself struggling to keep track of things as the writer, what chance does your reader have?


  Introducing Your Cast – First Impressions


  Do not introduce too many main characters in the first scene of a story and try to avoid introducing multiple characters in any later scene. Include more than three named characters and things start to get confusing. Two is better – you have more space to compare and contrast them and make them memorable. Imagine going to a party or some other social gathering and being introduced to a whole bunch of new people – after a while, your eyes just glaze over and you lose the ability to take in any more names. If you must include more than three new characters in a scene, accept that the reader won’t remember and them and reintroduce them later.


  The first appearance of a character is where we concentrate on establishing their first impression and dominant impression – unless they appear briefly and enigmatically in a scene. The main protagonist should ideally be introduced in a scene where they are the focus – we don’t want to distract attention away from them by having them compete for ‘screen-time’ with another character. A possible exception to this is the romance or romantic comedy, where the two leads can appear together. The villain, too, probably also deserves his or her own introductory scene – though this may also include the henchman or an equivalent character.


  Make introductions brief and vivid. Establish a strong first/dominant impression. Concentrate on a dramatic visual impression and dominant attitude – bring them onstage in character. The scene should also move the plot forward in some way – avoid having a scene that exists solely to introduce a character. It may include only a minor plot point or set-up, but there should be something. Try and make it so that the character you are introducing does something that attracts the attention of the audience – and have the action be a demonstration of the dominant trait. Give them something to do or say that is in keeping with the kind of person he or she is.


  Don’t introduce a character – in description or dialogue – with a three-line biography that makes them sound like a contestant in a beauty pageant. If the plot requires that we know something about a character as soon as they appear, give the information briefly and clearly: Doctor Foster had been the only doctor in the village for twenty years.


  Stick with establishing the dominant impression – don’t stop the action dead to explain a character. Ideally, you want readers or viewers to be intrigued by the character and want to know more about them. When they are interested in a character, they want to find out who they are, what their background is, and what they are up to, and they are more likely to remember the character. Other characters can then be introduced in terms of their relationship to this interesting character.


  One effective way of introducing a character, that I’ve mentioned elsewhere, is to have people talk about a character before he or she appears on stage. We can introduce a character by reputation such that the reader or audience anticipates the character’s first appearance. We then have the option of having the character live up to expectations – the new boss who is rumoured to be a tyrant really is a nasty piece of work – or they me completely different to the kind of person we expected. Depending on the needs of the story, either can be effective.
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  In this last chapter, I’m going to cover the most significant features of tricksters, rebels, and anti-heroes. Rebels have been popular in stories for centuries and anti-heroes have been around for almost as long, but have had spikes in popularity in the 1970s and in the last ten years or so. 


  Before we look in more detail at tricksters, rebels, and anti-heroes, I want to quickly summarise some features of the typical hero and the tragic hero so we can use these to show how trickster heroes are different.


  Traditional Heroes & Tragic Heroes


  The Traditional Hero. A hero or protagonist is a central character in a story who faces opposition, hardship and/or danger in his attempts to achieve a specific objective. His actions are usually virtuous in that he behaves altruistically, acting for the good of others rather than from selfish motives. Virtues demonstrated by the hero include courage, selflessness, self-sacrifice, ingenuity, strength, honour, honesty, and determination. A flawed hero is a central character who, at the beginning of the story, hasn't demonstrated all of the qualities of a hero, but who has the potential to develop into a genuine hero.


  



  The Tragic Hero. Aristotle defined the tragedy in the Poetics as being a story about a virtuous man who receives undeserved misfortune as a result of his own actions – not as a result of ‘vice or depravity’ but because of some error of judgment. Aristotle called this error hamartia which is now often referred to as a ‘tragic flaw’. An example quoted in Poetics is Sophocles Oedipus Rex in which Oedipus’ hubris causes him to defy a prophecy of the gods, which results in him suffering the fate he fears most. Hamlet’s tragic flaw in Shakespeare’s play is indecisiveness – he broods over his situation and delays taking responsibility for it in much the same way as a modern Byronic hero.


  The character flaw that I wrote about in relation to the character archetypes is similar to the tragic flaw in that, if the hero doesn’t overcome it, it could bring about his downfall as a result of his own actions. But the tragic hero typically doesn’t learn from his experiences and overcome his flaw – he doesn’t undergo the necessary character growth or learning that is required and so he is doomed.


  A tragedy is a story about human suffering and we tend to regard this as meaning that things must end badly for the hero. But a tragedy doesn’t have to have a ‘tragic’ ending. Having said that, a tragedy with an upbeat ending is so uncommon that the term tragicomedy is sometimes used to describe it.


  The Trickster


  The Trickster is an archetypal figure identified by Carl Jung as being one of the images in the collective unconscious because it is found as a character in the folklore and mythology of cultures across the world. The Trickster can also appear as the Shapeshifter and is sometimes associated with the Fool.


  The North American Indians have Coyote, and Raven; the Chinese have the Monkey King (Sun Wukong), and there is the Jewish prankster Hershel Ostropoler. In Ancient Greek mythology we find Hermes who became Mercury for the Romans. The Norse god Loki, brother of Thor, is a Trickster. In West Africa the Trickster is found in Anansi, Eshu, and Legba. 


  In its purest form, the Trickster is not a hero. And while the Trickster is sometimes compared with the figure of a tribal shaman, and shares some features with the shaman, there are important differences between the two.


  Describing the Azande character Ture of North Central Africa, E. E. Evans-Pritchard gives us a list of the non-heroic qualities that the Trickster may possess, describing Ture as ‘utterly selfish’ and “... a monster of depravity: liar, cheat, lecher, murderer, vain, greedy, treacherous, ungrateful, a poltroon, a braggart...”


  The Trickster is also a paradoxical figure. Robert D. Pelton, in The Trickster in West Africa, describes them as transformers who help to bring the human world into being and as performing ‘heroic acts on behalf of man,’ but at the same time they are foolish, obscene, and laughable. And Paul Radin, in The Trickster, writes that the Trickster is simultaneously “... creator and destroyer, giver and negator, he who dupes others and who is always duped himself ... He possesses no values, moral or social, is at the mercy of his passions and appetites, yet through his actions all values come into being.” Lewis Hyde, in Trickster Makes This World, ways that the Trickster is the embodiment of “... ambiguity and ambivalence, doubleness and duplicity, contradiction and paradox...” and that he can be viewed as a boundary-crosser. Harold Scheub describes the Trickster as “ribald, aggressive, selfish, without moral compass” and in his earth-bound form “the closest to the basest of humans.”


  We need to understand that the Trickster is both a positive and a negative force.


  Positive – The Function of the Trickster


  The function of the Trickster is to challenge. To challenge authority figures, the rules, accepted beliefs, and accepted ways of doing things. This being the case, the Trickster needs something to challenge.


  While ‘challenging authority’ is often seen as a bad thing – particularly by those in positions of authority – it is important to understand that ‘to challenge’ is not inherently a virtue or a vice, it is not a moral or an immoral act. 


  Challenging accepted beliefs and ways of doing things is necessary in order to bring about positive change. New ideas come about by challenging old ones. Genius and invention require an element of the Trickster.


  Another function of the Trickster is to play or to be playful. This encompasses both joyfulness and the importance of taking pleasure in what life has to offer, and also the desire to try new things. Children are playful and through their play they develop as human beings and they learn. The importance of play as a part of learning is underestimated – especially for adults. Cast your mind back to the earlier discussion of the importance of autonomy and experiencing a ‘flow’ state or being ‘in the zone’ while engaged in an enjoyable and challenging task, and you will recognise the importance of play.


  A side-effect of his playfulness and challenging things is that the Trickster tends to lack fear. He is not afraid of failing and he is not afraid of looking like a fool – in fact, he may even relish being a clown. This gives him a sort of self-confidence that we may envy. The only thing that the Trickster is afraid of is being bored or being boring. 


  Although he is often regarded as a fool or a buffoon, the Trickster is not stupid. If playfulness and challenging boundaries are associated with learning, we should not be surprised that the Trickster is highly intelligent. He is associated with both wit and wittiness, in that he ‘has his wits about him’ and can be entertaining and humorous. Challenging accepted ways of thinking and viewing the world means that the Trickster is an expert in lateral thinking – he doesn’t just think outside the box, he lives outside of it. He tends to be particularly adept with words, using them for insults, jokes, persuasion, and to deceive others. And not being physically strong, he uses his words to talk himself out of trouble if that becomes necessary. Though he is just as likely to talk himself into trouble. 


  Negative – Agent of Chaos


  While challenging and pushing boundaries and acting in a playful manner has benefits, it can also cause damage. The Trickster challenges everything and everyone. He refuses to follow the rules, any rules, and deliberately sets out to break them without any consideration of the consequences. Nothing is sacred and nothing is safe. The Trickster revels in chaos and anarchy and enjoys causing havoc.


  Respecting no boundaries – not even the boundaries of ‘decency’ – explains why some actions of the Trickster are regarded as obscene, disgusting, or gross. For the Trickster, there is no such thing as ‘too much’ – whether that be food, sex, or any other sensual pleasure. It also means that the concepts such as honesty, respect, and loyalty are challenged – the Trickster will deceive people and insult them without worrying about causing offence or even harm. A negative aspect of his fearlessness is that he is not afraid of upsetting people.  


  The Trickster in Modern Stories


  Although he is a psychological archetype, the Trickster is not a personality archetype and his is not an archetypal story role like that of the hero or mentor or villain.


  The Trickster can occupy any of the main roles in a story. The trickster-hero is an important variant that gives us the Byronic hero, the rebel, and the anti-hero – all of which I will cover in a little more detail below. The malicious and anarchic Trickster can also be a villain – The Joker in Batman is an obvious example. By encouraging playful behaviour and the challenging of traditional beliefs, the Trickster can also function as a mentor. Or the Trickster can provide comic relief in the role of a confidante or buddy who encourages the hero into all kinds of scrapes and chaotic situations. Whatever role he plays, the dual nature of the Trickster means that he will alternately – or even simultaneously – help or hinder the hero in his attempts to achieve a goal. 


  The trickster-heroes – the rebels and mavericks – that we most often see in movies and on television are variations on the Adventurer personality type – Han Solo and Brett Maverick fall into this category. Less common in movies, but often found in novels, is the Artist-rebel – the moody, Byronic painter, poet, or actor. The main character of the mother in the sitcom Roseanne is probably a Carer-rebel and Walter White in Breaking Bad is a Thinker-rebel. Crusaders rebel only in the sense that they altruistically act in the best interests of a social group – even if (a) the group doesn’t want them too and (b) the altruistic action breaks the rules of the society. Warriors often also have a rebellious element – think of all of the soldiers and detectives who disobey their commanding officers and do things their own way.


  It is important to note that there is a subtle difference between a pure Trickster character and a trickster-hero hybrid. The Trickster’s actions are typical random – without purpose – or selfishly motivated out of a desire for sensual pleasure. The trickster-hero typically acts with more of a purpose in mind and his actions – either deliberately or accidentally – are of benefit to others. The trickster-hero usually accepts responsibility for his actions and their consequences, while the pure Trickster does not. Cartoonish characters like Bugs Bunny, Beetlejuice, and Bart Simpson are probably the closest we get to a pure Trickster. Deadpool may also belong in this company. The anti-hero (see below) is a special and more complex case. 


  The pure Trickster is rarely found in modern popular fiction and films – its anarchic nature means it doesn’t fit well within the rules for storytelling and its actions mean it doesn’t make for a sympathetic character that will appeal to a broad audience. But we need to know what a Trickster is if we want to be able to create the trickster-hero, which is a type of character that is popular in modern stories. Maxine Hong Kingston’s novel Tripmaster Monkey is based on the Chinese Monkey King trickster; Thomas King’s magic realism novel Green Grass, Running Water features the Coyote trickster, and Tirso de Molina’s The Trickster of Seville has a con-man and ‘ladykiller’ as its hero. The character of Randle McMurphy in Ken Kesey’s One Flew Over the Cuckoo’s Nest is an example of a tragic trickster-hero.


  The Trickster in Folklore and Mythology


  Returning to the origins of the Trickster in folk tales and myth, the Trickster has a number of common characteristics, which William J. Hynes lists under six headings – he is (1) ambiguous and anomalous, (2) a deceiver/trick-player, (3) a shape-shifter, (4) an inverter of situations, (5) a messenger and/or imitator of the gods, and (6) a sacred/lewd ‘bricoleur’ – a jack-of-all-trades and bungler.


  



  Ambiguous and Anomalous. The Trickster is regarded as an ambivalent character – neither inherently good nor evil. Belonging to neither one side nor the other, he is seen as an outsider or someone who loves on the very edge of the social group. This ambivalence is seen in the themes of stories that reflect the Trickster’s dual nature – society-solitary, serious-humorous, success-failure, selfishness-altruism, conscious-subconscious, deliberate-accidental, order-anarchy, perfection-imperfection, permitted-forbidden.


  Where a hero acts altruistically, doing what he does to establish or restore equilibrium to the society he lives in, the Trickster’s actions are motivated either by selfish desire or simply to do something for its own sake. If the Trickster does something that benefits others, this is usually an accidental by-product. Similarly, if the Trickster does something that threatens the equilibrium of society, this is also usually an accident rather than a premeditated act. The Trickster questions everything and challenges all boundaries – and his motivation for this is not necessarily logical. 


  



  Deceiver and Trick-Player. The fact that ‘not everything is what it appears to be’ is an important lesson that we all have to learn in order to survive. Some dangers are hidden and some deliberately set out to trick us into falling victim to them. The Trickster acts as a warning, showing us the lengths that deceivers are prepared to go to.


  Tricksters often seem to stir up trouble for its own sake. Joseph Campbell relates a Nigerian story in which the trickster Edshu walks down the road in a hat that is red on one side and white on the other. When people ask Did you see that fellow in a white hat? they get into fights with people on the other side of the road who insist that the hat was red. Edshu takes credit for the ensuing chaos, saying Spreading strife is my greatest joy.


  Deceit is generally regarded as a vice rather than virtue, but this is not necessarily the case. Sometimes it is necessary to defeat a stronger opponent by out-smarting them because a physical attack would be too dangerous. This is particularly true if you are an outsider without a clan to back you up. Tricksters have to survive by their wits, improvising solutions to whatever situation they find themselves in.


  



  Shape-Shifter. In many cultures, the Trickster is associated with an animal and may even be able to adopt the shape of that creature, whether that be a raven, hare, spider, coyote, blue jay, fox, or whatever. It has been noted that many of these animals are solitary rather than social or pack animals. In some stories, the Trickster also disguises himself as female – something that a typical Warrior-hero is very unlikely to do. The Trickster appears in a number of human guises in different stories, including bungler, confidence man, old man, Picaro, deceiver, swindler, Casanova, selfish buffoon, glutton, fool, or clown.


  



  Inverter of Situations. The role of the Trickster – of which he is not necessarily aware – is to challenge accepted beliefs and behaviours. He is a sceptic who tests the validity of what is and is not acceptable within his society – especially at the margins of the acceptable. He challenges everything but has no personal agenda in doing so – except perhaps for the fun of it or to satisfy some sensual appetite.


  Part of the Trickster’s function is to challenge authority – whether that is the domain of the gods, of the shaman, or of the tribe’s leaders. Like all things relating to the Trickster, this may have two purposes: to test the validity of the authority and perhaps hold them to account, and also to provide an acceptable outlet for the tribes’ frustrations at being ruled or governed – the fool is allowed to mock the king where others would fear to do so – and by allowing the mockery, the king appears more human and benevolent. The Trickster is also the only one allowed to joke about other serious subjects such as religion and the gods. And at mankind’s attempts to be more godlike. Humour often stems from the Trickster’s attempts to mimic the gods or to take on god-like powers.


  Another side of this Trickster quality is the idea of ‘thinking outside the box’ or lateral thinking. It is often said that the solution to any problem is inherent in the problem – you just have to look at it a different way. The Trickster lives outside of the confines of ‘the box’ and so his thinking is always unconventional. 


  



  Messenger and Imitator of the Gods. In many cultures, the Trickster is the person who brings things from the realm of the gods to help mankind – he’s almost always credited with bringing fire and may also bring food and medicines. Where a tribe’s shaman is the ‘official’ intermediary, contacting the gods on behalf of men, the Trickster is an unofficial go-between and often steals things from the gods and takes them down to the human world. He is a messenger carrying ‘forbidden knowledge.’ In his unofficial role, the Trickster may mimic either the gods themselves – pretending to be a god so he can enter their world – or he imitates the appearance and rituals of the shaman, often with unintended humorous results. Satire, parody and irony are our modern ways of expressing the same thing. 


  



  Sacred/Lewd Bricoleur. The Trickster celebrates the things that we are shamed into repressing by the rules of our society – he is a glutton for food, he is sexually compulsive, and he is often connected with dirt and excretion. He provides an outlet – a safety valve – for all those things that are not discussed in polite society. These things are all natural and vital to our existence and the Trickster allows us to recognise them as existing – but he also shows the consequences of allowing our appetites to rule us. His greed and sexual exploits frequently get him into trouble.


  As a result of his self-centred desires, the Trickster is often thought of as being primitive or infantile and that he reflects a part of us that must evolve into something more heroic and altruistic. We must become productive members of society. Carl Jung took this approach, regarding the Trickster as a dark and primitive part of the shadow-self. But I think this misses part of the positive role that the Trickster has to play in all of us. Rather than being simply selfish and infantile, we can think of the Trickster as being ‘child-like’ in the sense of wanting to question everything and discover how the world works. In order to live our lives ‘mindfully’ and in order to function as artists, we are often told to look at the world through the eyes of a child – to try and see its wonder for the first time. This is what the Trickster does.


  The Trickster is not bound by what he has been told is true – instead, he is free to explore what could be. Give him a tool and he won’t use it for its ‘proper’ purpose – instead, he’ll see what uses he can find for it. He is an improviser. And he is not afraid to try things and fail. Fear of failure is something that plagues us as adults – for children, it is just a way to learn. Out of all of his failures, the Trickster will occasionally, and accidentally, discover something new and useful.


  Tricksters and Trickster-Heroes in Context


  Tricksters are often regarded as dangerous because they are anarchic and threaten the stability of society. They refuse to play by the rules and their behaviour must therefore be condemned as irresponsible. But this assumes that preserving the equilibrium of the society in question is a good thing. The rules that govern our society – or any society – are man-made rather than natural. They are set down, imposed and policed so that people can live together harmoniously. These rules cause two problems that are of specific interest to us here. The first is what I mentioned at the beginning of the book – we all have within us a conflict between wanting to belong to our social group and wanting to be an autonomous individual. The second part of that means that we all have an urge to rebel against constraints and rules. The second problem occurs if the rules that govern society favour one set of group members over another. To take an obvious and age-old example – rich people versus poor people. The wealthy – in the middle ages and now – regard their riches as being God-given or earned or deserved and they put in place rules to protect it. The poor see the riches that are beyond their reach and slowly starve to death. In these circumstances, the majority of people – and the majority are always the poor – are unlikely to regard defending the status quo as a good thing. A hero who protects the ‘rights’ of the rich at the expense of the poor isn’t going to be popular with ordinary people.


  Robin Hood stole from the rich and gave to the poor. At least in the old stories he did. And he became a folk-hero. The dispossessed, the disaffected, and the disillusioned want a trickster-hero who opposes the rule of law and represents the values of the little people.


  Trickster-heroes are popular with children because they live in an oppressive regime imposed by parents and teachers. At the same time, we need our children to develop into free-thinking individuals who can fend for themselves, which is what the Trickster-hero represents. He provides the best of both worlds. And those same Trickster-heroes also appeal to adults because we all still have that desire to rebel inside us – it is a fundamental part of our dual nature.


  In less repressive societies, the Trickster-hero doesn’t oppose authority to such an extent – because protecting the equilibrium (in principle) serves the majority of the people for most of the time. Instead of challenging the rules, the Trickster-hero challenges our complacency. He tricks us into thinking about things that we don’t normally (want) to think about – and they do it in a way that sneaks under the radar of the ‘authorities’ in the form of stories that seem gross and ridiculous but harmless. Trickster-heroes are subversive. So are the authors of Trickster-hero stories.


  The Appeal of the Trickster Hero


  The pure Trickster doesn’t make a good character for a popular genre story because his adventures do not follow the accepted storytelling ‘rules’. He doesn’t have an altruistic motive – his actions are fuelled by selfish desires or simply a wish to try something out and have fun. He doesn’t strive towards a goal, he does things on a whim, changing direction as it suits him. And things in his world do not follow an understandable cause-and-effect pattern – sometimes his actions go disastrously wrong and sometimes he achieves something wonderful purely by chance. Plus, he’s a neutral character who doesn’t champion virtuous behaviour in opposition to the vice of an antagonist. This is not to say that you can’t write a successful story about a pure Trickster – but it does say that you would struggle to write a popular genre story with this kind of protagonist.


  Trickster-hero stories, on the other hand, do follow the normal storytelling conventions. The hero does, more or less, act out of altruistic motives; he does choose a goal, and his actions do follow a cause-and-effect pattern. But unlike the typical hero, his actions include all the fun of the Trickster fair including deceit, theft, shape-shifting, seduction, and improvised solutions. And there’s usually a generous helping of humour too.


  Great stories often take place on the borders – in marginal areas of life where things aren’t clearly defined and where there is no obvious right answer. Stories explore paradoxes – Why do bad things happen to good people and good things to bad people? – and they explore dilemmas. A choice between good and evil doesn’t pose much of a dramatic challenge for a hero – but what if he has to choose the lesser of two evils or the greater of two ‘goods’? These stories take place on the boundaries where the Trickster-hero dwells and he’s the sort of hero who can make the pragmatic decisions that the situation demands. And just when it looks like all possible solutions have been exhausted, he’ll come up with an impossible solution – and show you how to make it work.


  The trickster-hero can take many forms, but we can explore them under three broad headings: the Byronic Hero, the Rebel or Maverick, and the Anti-Hero.


  The Byronic Hero


  ‘Byronic hero’ is a term that you often see used in connection with brooding rebel heroes – but what exactly is a Byronic hero? Lord Byron (1788-1824) was a British poet and a leading figure in the Romantic movement. Romanticism was an artistic movement that developed in Europe partly in response to the Industrial Revolution and advances in the sciences – it placed an emphasis on human emotion and individualism and tended to glorify the natural world and hark back to an idealised medieval Gothic past. 


  Byron’s hero first appeared in his poem Childe Harold’s Pilgrimage (1812-18) and in The Giaour (1813), The Corsair (1814), Lara (1814), and his play Manfred (1813). These characters are either an ‘aristocratic rebel’ who rejects society due to an overwhelming sense of ennui (Childe Harold) or a ‘noble outlaw’ regarded as an outcast (the Giaour and the Corsair) – in both cases, they are exiles and become wanderers.


  Byron drew inspiration for the creation of his heroes from a number of sources: the cruel and dictatorial Manfred in Horace Walpole’s The Castle of Otranto (1764); the rebellious aristocrat Karl Moor in Friedrich Schiller’s play The Robbers (1781); the Gothic villains Montoni and Schedoni from Anne Radcliffe’s The Mysteries of Udolpho (1794) and The Italian (1797), and the unscrupulous Lord Marmion in Walter Scott’s Marmion (1808). The fact that Byron based his heroes, at least in part, upon villains is significant.


  The Byronic hero combines elements of the traditional hero, the Tragic hero, and the Gothic villain. The traditional hero has many virtues including courage, honesty and a selfless commitment to defending the society to which he or she belongs. 


  Byronic heroes tend to be outcasts or exiles from society with a disrespect for authority. They suffer from some past psychological trauma and unresolved inner conflicts and are typically guilty of some unnamed crime or hidden sin, which is often related to a ‘forbidden’ sexual relationship. Andrew Elfenbein describes the Byronic hero as being a “passionate hero with a darkly mysterious erotic past.” His passions bring him into conflict with the accepted values of society and ultimately leave him to reject and/or be rejected by that society.


  In contrast to the traditional hero, the Byronic hero is often described as having a number of negative qualities such as being cynical, arrogant, nihilistic, sullen, proud, secretive, sardonic, narcissistic, brooding, mysterious, disrespectful, cruel, emotional, melancholy, impulsive, world-weary, hyper-sensitive, self-destructive, filled with self-doubt, defeatist, loners, misanthropic, defiant, contemptuous, rebellious, unrepentant...


  But he is not entirely devoid of positive qualities, being intelligent, sophisticated, sensitive, passionate, individualistic, and self-sufficient. These, in combination with his negative qualities, result in him being described as ‘darkly attractive’ and possessing an ‘animal magnetism.’ 


  There are some significant autobiographical elements in Byron’s work – he was an aristocratic rebel who lived in exile as a result of sexual scandal – and this has led some to believe that the poet himself was a Byronic hero. The Literature Book defines the Byronic hero as “having the qualities for which the English Romantic poet Lord Byron was famed,” though in fact Byron deliberately created a rakish public persona to promote his work – and to avoid close scrutiny of his real private life. Lady Caroline Lamb famously described Byron as ‘mad, bad and dangerous to know.’ The central character of her Gothic novel Glenarvon (1816), Lord Ruthven, is an unflattering portrait of Byron, who had been her lover. Polidori took the name and the rakish character for his story ‘The Vampyre.’


  Sympathy for the Devil


  Perhaps the most important influence on the creation of Byron’s heroes is Satan as portrayed in Milton’s Paradise Lost (1667). Byron regarded Satan as a character deserving of sympathy. Satan was cast out of heaven for rebelling against God – but since God created him, isn’t he being punished for what he was destined to be?


  This sense of being created or born imperfect lies at the heart of the Byronic hero. He doesn’t like who he is and feels aggrieved because he is not responsible for his own defects. At the same time, he doesn’t believe that he can become the perfect thing that he would like to be, and so decides to revel in his imperfection. This accounts for the Byronic hero’s frustration and anger at his situation and also his defiance and pride.


  It is probably not coincidental that the Byronic hero’s combination of self-loathing and grandiose egotism is characteristic of certain types of mental illness.


  Guilt and shame are significant factors in the life of the Byronic hero. On the one hand, he regards himself as the victim and ultimately not responsible for his own sins; but on the other, he feels that he should be punished for sinning. There is a sort of sadomasochism involved here that has caused some writers to compare the Byronic hero with the Marquis de Sade. 


  The tragic hero is doomed because he is offered a chance at redemption but fails to take it. The Byronic hero may seek redemption, usually in the form of a relationship based on pure love, but is damned anyway through no fault of his own. Or he at least believes himself to be damned and acts accordingly. The Byronic hero experiences despair with no hope of redemption. A ‘fallen angel’ who can do nothing to regain his place in heaven. He denies responsibility for who and what he is and regards himself as a victim of fate or a cruel god.


  The Byronic hero also knows that he is damned. He may occasionally rage against the injustice of it, but most of the time he simply broods about it. This accounts for the melancholy nature of this type of doomed hero. Anger that the Byronic hero feels about the injustice of his suffering is often expressed in actions that are deliberately or accidentally cruel to others. His sense of entitlement – feeling he is owed something as a result of his suffering – can result in a desire for revenge or the commission of vindictive acts. There is also a sense that if he must suffer, why shouldn’t others suffer too – whether they deserve it or not.


  The idea of the ‘fallen angel’ is also reflected in the Byronic hero’s physical appearance. These men are beautiful – the Giaour is described as looking like an angel but also that his “looks are not of earth nor heaven.” Byronic heroes are always ‘darkly handsome.’   


  The Byronic hero gives us the ‘cruel lover’ of romantic fiction, typified by Heathcliff in Emily Brontë’s Wuthering Heights and Edward Rochester in Charlotte Brontë’s Jane Eyre. He also gives us the romantic vampire of Anne Rice’s The Vampire Lestat, who is a descendant of Lord Ruthven in ‘The Vampyre’ (1819), written by Byron’s friend John Polidori. Byron’s creations also had an influence on Russian literature, notably in the title character of Alexander Pushkin’s Eugene Onegin.


  The Rebel or Maverick


  The rebel or maverick is the usual form of the trickster-hero that we see in movies, on television, and in novels. He is usually at the playful and fun-loving end of the Trickster spectrum in contrast to the brooding and melancholic Byronic hero. This is where we find Han Solo from Star Wars and the Star-Lord character played by Chris Pratt in Guardians of the Galaxy. ‘Maverick’ was the call sign of Tom Cruise’s character in Top Gun and James Garner played Brett Maverick in the 1950s TV series Maverick which was also the basis for the 1994 film with Mel Gibson in the title role. Most of the characters played by Eddie Murphy were rebel-heroes and there have been countless other examples.


  Functions and Variations of the Rebel


  The rebel – in stories and in real life – can perform a number of functions and these can be mapped to variations of the rebel-type:


  free-spirit – avoid constraint or oppression


  maverick – challenge authority and tradition


  outlaw – commit crimes


  outsider – assert independence


  provocateur – stir outrage and radical thought


  revolutionary or reformer – overthrow systems that aren’t working


  troublemaker – shock, disrupt, or destroy


  vigilante – seek justice or revenge


  Origins of the Rebel hero


  Mention rebel-heroes and most people will think of Marlon Brando, Montgomery Clift and James Dean as being early examples followed by Paul Newman, Steve McQueen, Warren Beatty and Peter Fonda. John Garfield was the first actor to be associated with the type of character we now recognise as the rebel. Garfield played the supporting role of Mickey Borden in the 1938 film Four Daughters, and an Oscar nomination for his portrayal of the rebel-like character encouraged Warner Bros. to cast him as the star of They Made Me a Criminal (1939). Writing in Rebels: The Rebel Hero in Films, Joe Morella and Edward Z. Epstein have said that the Garfield rebel differed from the ‘undesirable’ characters played by James Cagney in the gangster films of the 1930s, because in Garfield’s character – which he played variations of for the next thirteen years – “began a new trend in which qualities of good and evil were not so clearly drawn; he was a complex individual who felt society had wronged him; there was a glimmer of hope for his reformation, but not a guarantee. He was the first hero (leading man) who fought forces both within and without.”


  Morella and Epstein describe the character Garfield first played in Four Daughters as an ‘oppressed, lost, uncommunicative malcontent’ but with an underlying ‘goodness and sensitivity.’ Women were attracted to the character’s ‘sultry magnetism and rare combination of sensitivity and toughness’ and ‘felt that love could reform him.’ The character also appealed to young people at a time when teenagers as a generation were, for the first time, frustrated by parents’ materialistic values and engaged in an idealistic search for meaning of their own.


  Here is Morella and Epstein’s description of the rebel hero, which captures the essence of the character perfectly – he is “...seldom a man of action. He has ‘dropped out’ of society in one way or another and lets others be activists, although he is often a catalyst. He is a sensitive, often inarticulate character. He is usually filled with pathos and although sometimes uncommunicative he embodies in his personality not only sensitivity but virility and innate intelligence ... [he] usually lacks ambition, is a loner set apart from his companions, but has a streak of nobility, a great deal of personal pride, idealism and individuality. He possesses Hamlet-like qualities and through his rebellion often discovers his own insufficiencies, human failings, and corruptibility. He rebels against society but makes little attempt to change it. He seldom, if ever, rises above his problems.”


  John Garfield played this character in the late 1930s and 1940s. Marlon Brando played a variation on the character in The Wild One in 1953, as did James Dean in Rebel Without a Cause (1955). The rebellious ‘drop-out’ was again popular in the sixties in films like The Hustler (1961) with Paul Newman, and The Wild Angels (1966) and Easy Rider (1969), both starring Peter Fonda. Each time he reappears, the rebel-hero seems to reflect the disillusionment young people feel with the values of their parents’ generation. Garfield is now best remembered for his role in the 1946 film noir The Postman Always Rings Twice – his Hollywood career, like many others, was later ended as a result of the Communist witch-hunts.


  In Britain, the rebel was portrayed in films by actors including Richard Burton in Look Back in Anger (1959), Albert Finney in Saturday Night and Sunday Morning (1960), Richard Harris in This Sporting Life (1963), and Michael Caine as Alfie (1966).


  Marlon Brando


  Terence Pettigrew, in Raising Hell: The Rebel in the Movies, described Marlon Brando’s rebel hero as an engaging combination of ‘crazy mixed-up kid’ and ‘Byronesque tragedy figure.’ He also described Brando as ‘the noble savage.’ 


  The director of The Wild One, Lazlo Benedek, argued that the film wasn’t about juvenile delinquency – “It’s about youth without ideals, without goals, that doesn’t know what to do with the enormous energy it possesses.” He said that he has also wanted to highlight the dangers of fighting fire with fire – “What I tried to do was show that if you react with similar violence, you lose, that the vigilante attitude is useless ... It’s about the dangers of the white backlash mentality.” Marlon Brando expressed disappointment that the finished film didn’t really manage to explore the motivations of its rebels. “We started out to explain the hipster psychology, but somewhere along the way we went off track. The result was that instead of finding out why young people tend to bunch into groups that seek expression in violence, all we did was show the violence.”


  Rebellion against the intolerance and vindictiveness of the middle-class, along with their addiction to consumerism, is a common theme in rebel stories. Young rebels look at their parents and think ‘there must be more to life than this’ – and, fuelled by a sort of naïve idealism, they go off in search of some kind of meaning. When he’s asked what he’s rebelling against, Brando’s Johnny says, “What have you got?”


  But even among their own band of outcasts, the rebel is an outsider. Pettigrew writes that Brando’s character Johnny is “... as ill-at-ease in his gang’s company as when he senses traditional conformity bearing down on him. Each has become a sham, and he wants something else, but there is nothing there, and there is no clear indication as to where he must go, or what he should do, to find himself.” The source of this angst, according to Pettigrew, was partly the fact that American teenagers in the 1950s “... experienced a level of autonomy which had not been possible for previous generations ... they were the first generation of young people who seized the opportunity to be different from their parents, but it was an act fraught with moral and psychological dangers.” He also notes that before 1950 “...it was not considered masculine to concede to suffering, or to admit defeat.”


  Montgomery Clift


  Montgomery Clift also played a sensitive rebel hero dealing with the harsh realities of life, but as Morella and Epstein have said, his take on the character “gave the impression of being uncommunicative not because he was uneducated or inarticulate but because he was aloof, assured and quietly determined to endure and overcome.” He also brought to the character ‘his own brand of innocence’ and ‘wistful disillusionment’ and loneliness. His character in A Place in the Sun (1951) opposite Elizabeth Taylor was a rebel that resonated with middle-class young people of that era more so than those of today. Clift is regarded as having given his best screen performance in From Here to Eternity (1953) where he played the proud and rebellious Private Robert E. Lee Prewitt who comes up against the politics of the United States Army.


  The Montgomery Clift and Marlon Brando versions of the rebel hero appealed to different types, Morella and Epstein have said, “... the Brando character was not intellectual. He could not rationalise, accept things, live with them, as could Clift ... Brando could only feel, act and be the rebel. Each actor found his audience. There were the tough, delinquent rebels who followed Brando, and the strong personal code rebels who empathised with Clift.” What the two had in common were ‘little boy’ qualities – “... both needed protection and both, like Garfield before them, were eternal outsiders.”


  James Dean


  James Dean was a Hollywood star for only two years and had the lead role in just three films – East of Eden (1955), Rebel Without a Cause (1955), and Giant (1956) – yet more than sixty years after his death (at the age of 24) he remains an icon. The Times summed up Dean’s version of the rebel character when they reviewed The James Dean Story (1957), a documentary about the actor’s life: “A lonely young man, haunted by insecurity, longing for affection yet thrusting it away from him, gifted yet suspecting his gifts, ambitious yet preferring to live like a tramp, in love ... with speed, and hugging a surly manner around him like a protecting cloak.”


  Easy Riders


  The rebel hero was reinvented again in post-Kennedy assassination and Vietnam War era. Warren Beatty’s depiction of Clyde Barrow in Bonnie and Clyde (1967) as an attractive but unsympathetic anti-hero proved to be highly controversial and misunderstood on the film’s original release. Easy Rider (1969) is a road trip, inspired by the work of the Beat Generation mixed with elements from the Western, in which the Dennis Hopper and Peter Fonda characters embark on a search for freedom and instead discover old-style prejudices. Reviewing the movie on its release, Pauline Kael said it was ‘edgy and ominous’ and commented on its feeling of paranoia. She also wrote that it appealed to an ‘inside’ audience who shared the attitudes and lifestyles portrayed in the film. “It’s cool to feel that you can’t win, that it’s all rigged and hopeless,” she said. “It’s even cool to believe in purity and sacrifice.”


  The paranoia of the Nixon era and shifting attitudes towards ‘the authorities’ in the United States – that had begun in the wake of McCarthyism and were fuelled by fears relating to the Cold War, the ongoing war in Vietnam, the assassinations of John F. Kennedy and Martin Luther King, and that culminated in the Watergate scandal – led to a shift in the status of the rebel. Most heroes now had a cynical rebel element – Steve McQueen’s title role in Bullett is a classic example – and the darker, edgier protagonist of the 1970s was seen in the anti-hero.


  The Antihero


  What is an Antihero?


  Look for a definition of antihero and you will find something along the lines of ‘a protagonist in a story who lacks conventional heroic qualities such as courage, altruism and morality.’ This tells us what an antihero isn’t – but just what is he? Peter K. Jonason et al. in their paper ‘The Antihero in Popular Culture’ write that the antihero has three significant personality traits that are collectively referred to as the ‘dark triad’ – narcissism, psychopathy, and Machiavellianism. These traits are typically regarded as negative and seen as part of the ‘dark side’ of human nature. But, it has been argued that these qualities can have positive benefits for the survival of an individual – at least in the short-term.


  Narcissism


  Narcissism is named after the character of Narcissus in Greek mythology who fell in love with his own image reflected in a pool of water, becoming so entranced that he eventually starved to death. In modern times narcissism has come to be related with vanity and in psychology with egotistic self-obsession. Narcissism is associated with feelings of superiority (grandiosity), pride, entitlement, impulsivity, and a willingness to cheat in order to win. It is also linked to a lack of empathy. Narcissists are prone to aggression, especially if provoked. In our character palette model, narcissism is most closely aligned with the Warrior personality archetype.


  Psychopathy


  Psychopathy is characterised by antisocial behaviour, a lack of empathy and an inability to feel remorse, impulsivity. Psychopaths manipulate or exploit others without consideration of the other person’s feelings. Chapter 11 covered the psychopathic character in detail, concentrating on what is sometimes referred to as secondary or hostile/reactive psychopaths. Primary or ‘emotionally stable’ psychopaths have the same shallow emotional responses, low empathy, and coldness towards others but at a less profound level – they are sometimes referred to as sociopaths.


  Machiavellianism


  Niccolo Machiavelli was an Italian diplomat who wrote The Prince (1532) – in it, he set down strategies by which a new prince might establish and maintain political power. In defiance of traditional social values, Machiavelli promoted the use of cunning and duplicity, and as a result, his name has become associated with deception, opportunism, and cynical manipulation of others. Machiavellianism is associated with persuasiveness, exploitation, betrayal, self-interest, duplicity, lying, cheating, ingratiation, and coercion. It also allows an individual to deceive themselves into believing that their actions are justified and therefore not unethical. This manipulation of others is something we have seen associated with the dark side of the Crusader character, where he or she believes that the ends justify the means, and also to some extent in the Thinker.


  The personality traits of the ‘dark triad’ are obviously related to the selfish side of our personality rather than the side that desires social bonding. But the antihero’s self-serving nature doesn’t account fully for his appeal as a protagonist – we also need to consider how he is situated in the plot.


  The Noir Hero


  Writing in The Oxford Companion to Crime & Mystery Writing, Priscilla L. Walton discusses the antihero in relation to the hardboiled detective saying – “Some of these novels encourage readers to identify with their distasteful protagonists and then prompt readers to analyse the affinities they feel with the characters. The texts thereby move to implicate readers in their social critique and suggest that we are all criminals in one way or another.” She also refers to Jim Thompson’s The Killer Inside Me is ‘narrated by a psychopathic killer’ such that the reader experiences the murderer’s actions from his point of view, having been manipulated by the author to identify with him.


  Audience manipulation of this kind was a favourite technique of Alfred Hitchcock. To take just two examples, in Rope he makes us worry about whether a couple of murderers will be discovered and in Psycho he first has us identify with a thief and then with her murderer!


  In their ground-breaking 1955 book A Panorama of American Film Noir 1941-1953 Raymond Borde and Etienne Chaumeton also noted the importance of viewpoint, saying that where a traditional detective story considers the murder from the outside, from the viewpoint of the investigator, the film noir often considers it from the inside from the point of view of the criminal. Detective stories typically begin after the murder has been committed. The film noir shows the planning and commission of the crime. “Think back to that breath-taking scene in The Asphalt Jungle, the raid on the jewellers,” they write. “What spectator isn’t instinctively on the side of the crooks?”


  Borde and Chaumeton suggest that the noir story deliberately sets out to disorient the audience by removing their ‘customary frames of reference.’ They quote Georges Sadoul who said that the story is then ‘opaque’ – “like a nightmare, or the ramblings of a drunk.” This effect is achieved through a cast of characters including “angelic killers, neurotic gangsters, megalomaniac gang bosses, and disturbing or depraved stooges” along with a femme fatale who is not a chaste heroine in the Romantic tradition and a murder victim who is not necessarily innocent. All of these people contribute to what Borde and Chaumeton refer to as the uncertainty of motives and to the “...complex and shifting patterns of domination based on money, blackmail, vice, and informing. Who’ll do the killing, and who’ll get killed?” There are no clear-cut heroes or villains in the traditional sense – everyone seems to be corrupt and even the nominal hero fights dirty. The audience is left to wonder whether the femme fatale will assist the hero or betray him; whether the enigmatic gunman will be a killer or a victim; and who, if any of them, will still be alive at the end.


  As Herbert writes, “By implicating the reader in the actions of the protagonist through narrative point of view ... these novels not only offer ‘deviant’ perspectives, they also provide a venue through which readers can explore crucial social constructs and interrogate simplistic moral judgments.”


  The fact that no one is entirely moral or innocent – especially not the hero – and that literally anything can happen to any of the characters, whether they are people the audience likes or not, are key to the appeal of the antihero story.


  Contrary to what some writers say, it is not necessary for a reader or audience to sympathise with the antihero. We do not need to like him, we do not need to approve of his motivation or goal, and we definitely don’t need to identify with his attitude, behaviours or actions. But we do need to understand what he is trying to achieve. We need to know what his overall objective is even if we don’t see how individual episodes in the story are meant to contribute towards it, or we need to understand the smaller goals on a scene by scene basis if his overall objective isn’t revealed. And we should see that he is determined to reach or attain his objective. Even if we do not agree with what he is trying to achieve, we can identify with his attempts to achieve a goal and even – due to a quirk in human empathy – want him to achieve it (or at least not fail and suffer).


  If an anti-hero is in some way sympathetic, then goals and determination are less important – as Borde and Chaumeton note, sometimes the hero is just “...someone who gets tangled up in dangerous situations, not so much through a concern for justice or through cupidity as through a morbid curiosity. Sometimes he’s a passive hero who is willingly taken to the frontier between lawfulness and crime...”


  By making an antihero the viewpoint character we can make the reader or viewer complicit in his crimes – not just a witness, but an accessory after the fact or even a participant. For an audience, there is a thrill involved in being dragged into something that we would never normally consider doing. There is also a certain kind of pleasure to be gained from watching an amoral character behaving badly, whether that is Al Pacino in Scarface, Robert De Niro in Taxi Driver or Christian Bale in American Psycho.


  Origins of the Antihero Story


  Tricksters have probably existed for as long as humans have been telling stories and tragic heroes pre-date the theatre of Ancient Greece, but the earliest example of a genuine antihero is difficult to pinpoint. The Ingenious Nobleman Don Quixote of La Mancha by Miguel de Cervantes (published in two parts in 1605 and 1615) has been said to have an antiheroic protagonist, and he does seem to combine elements of the Trickster and the tragic hero.


  The Life of Lazarillo de Tormes and of His Fortunes and Adversities, published anonymously in 1554 is a more likely candidate – it was banned by the Spanish Crown and included in the Index of Forbidden Books by the Tribunal of the Holy Office of the Inquisition (the Spanish Inquisition) as a result of its criticism of the Catholic Church and Spanish aristocracy. It is also the story that inspired the genre of the picaresque novel.


  Antiheroes of the 1970s


  The two most notable anti-heroes of the early 1970s are Harry Callahan, played by Clint Eastwood in Dirty Harry (1971), and Paul Kersey, played by Charles Bronson in Death Wish (1974). Both characters would appear in a series of sequels.


  ‘Dirty Harry’ Callahan is an Inspector for the San Francisco Police Department who is very much a loner in the rebel-hero tradition but whose moral code allows him to believe that the ends justify the means. Liberal values, he argues, prevent the police from doing their jobs. Some of Callahan’s ruthlessness was added in script rewrites by John Milius, who was inspired by Akira Kurosawa’s 1949 film Stray Dog. Milius said that he wanted to show the “...cop being the same as the killer except he has a badge.” 


  Writing on the AMC Movie Blog, Robert Silva said that “... the seventies saw an upsurge in violent crime that left audiences hungry for a hero ready to take matters into his own hands.” The film’s popularity is reflected in the fact that it was the fourth-highest-grossing film of 1971. This was a time when ordinary people were doubting the ability of the police and legal system to protect them. Defence lawyers were exploiting ‘legal loopholes’ to allow criminals to walk free – a situation replicated in Dirty Harry when the villain ‘Scorpio’ is released. The film also reflects the fact that local and federal police were engaging in illegal activities in order to capture criminals and obtain confessions, including entrapment, ‘excessive force,’ and obstruction of justice. Not everyone approved of the film’s message and it provoked debates about police brutality and victim’s rights.


  Although he was a product of the 1970s, Dirty Harry is a direct descendant of Mickey Spillane’s brutal and misanthropic private detective Mike Hammer who first appeared in the novel I, the Jury in 1947 and who never let the law get in the way of achieving his goals. 


  Charles Bronson’s character in Death Wish is a law-abiding citizen and former conscientious objector – one of the liberals that Dirty Harry complained were hamstringing the police – but his attitude changes radically when his home is raided, his wife killed and his daughter raped. When he is told that it is unlikely that the culprits will be apprehended, he takes the law into his own hands, becoming a vigilante – and his actions inspire other like-minded citizens to follow suit. On the surface, the film is asking whether it is morally justifiable for a man to take the law into his own hands and target a criminal who would otherwise escape justice. But the real question, as in Dirty Harry, is what happens when the violence of the ‘good guys’ becomes indistinguishable from that of the criminals? Or perhaps, how deep do your liberal values really run?


  The Top Ten Antiheroes


  There are a number of ‘top antiheroes’ lists online – the following are ones that I feel fit the profile. Walter White in Breaking Bad; Don Draper in Mad Men; Dexter Morgan in Dexter; Dr. Gregory House in House; Tony Soprano in The Sopranos; Jax Teller in Sons of Anarchy; William Foster (aka ‘D-Fens’) in Falling Down; Al Swearengen in Deadwood; Frank Underwood in House of Cards; and Hank Moody in Californication. To prove that not all anti-heroes are men I’ll add Patty Hewes in Damages; Jackie O’Hurley in Nurse Jackie, and Nancy Botwin in Weeds. It’s no coincidence that most of this list is made up of protagonists from recent television dramas – the antihero has proved very popular in episodic television. ‘The Man with No Name’ (aka ‘Joe’) as played by Clint Eastwood should also get an honourable mention here.


  Other well-known anti-heroes are Charles Foster Kane (Citizen Kane, 1941), Ethan Edwards (The Searchers, 1956), Alex (A Clockwork Orange, 1971), Jack Carter (Get Carter, 1971), Michael Corleone (The Godfather, 1972), Travis Bickle (Taxi Driver, 1976). In literature, we have Dean Moriarty in Jack Kerouac’s On the Road (1957) and Jay Gatsby in F. Scott Fitzgerald’s The Great Gatsby (1925).


  Many hero characters have some anti-heroic qualities without being fully-fledged antiheroes. James Bond and Batman are classed as antiheroes by Jonason et al. Donald Trump is also included in their paper as an example of someone who demonstrates the traits of the ‘dark triad.’ Jack Bauer in the television series 24 also steps beyond the bounds of the traditional hero, as do central characters in The Wire and The Shield. Sherlock Holmes, as portrayed by Benedict Cumberbatch in Sherlock is described as a ‘high functioning sociopath’ and as portrayed by Jonny Lee Miller in Elementary he is a recovering drug addict.


  Much of what I have written about in Character Creation has been concerned with ‘heroic’ behaviour that relates to being a virtuous and productive member of a social group – doing things that are beneficial for the whole tribe in the medium or long-term. Antisocial or purely self-serving behaviours have been associated with vice or sin – because that’s what the social group needs us to believe. Back at the beginning of the book, I said that we all have an inner conflict where our need to belong to a social group clashes with our need to be an autonomous individual. Altruism conflicts with selfishness. The trickster, the rebel, and the antihero allow us to explore the less heroic and more selfish sides of human nature. These characters are more self-centred and selfish – they are more focused on their own existence in the immediate or short-term and they ignore or shun society or are exiled from it. 


  Given our own internal conflict – our own dual nature – it should come as no surprise why stories about traditional heroes and stories about rebels appeal to us – and while some of our favourite characters are a combination of the two. Look back at those larger-than-life characters I referred to earlier, and you’ll see that most of them have a healthy dose of the rebel or trickster in them. 


  And They All Lived Happily Ever After. Or Not


  Trickster, rebel, and antihero characters can all be created using the personality archetypes and tools included in this book. 


  A final question to consider is whether the character development arc can be, or should be, applied to trickster, rebel or antihero protagonists.


  With a traditional flawed hero story, we see a difference in the character if we compare how he was at the beginning with how he is at the end. He has learned from his experiences during the course of the story and is a ‘better person’ – more authentic in terms of accepting his true self and less liable to engage in ‘immoral’ behaviours to defend his false self. He may not be perfect, but he is an improved version of the character we met in Act I. The upshot of this is that he is in some way ‘rewarded’ by having a better kind of life at the end of the story.


  The tragic hero undergoes the same sort of adventure as the flawed hero, but he does not become a better person. He fails to learn from his experience and by the end of the story is more deeply entrenched in his immoral protective behaviours and his false self. Rather than a positive development arc, he has followed the ‘dark path’ and curved downwards to a less healthy version of himself. As a result, his life circumstances at the end are a punishment – as a direct result of his own actions – rather than a reward.


  If your story features a flawed rebel or trickster-hero whose adventures allow him to experience some form of redemption – to learn the error of his ways – then his character development arc will follow the usual flawed hero pattern and there will be a happy or at least a positive-ironic ending. By overcoming the darker side of his rebellious nature, he ‘earns’ a better life.


  But, if your character is a darker sort of rebel – in the Byronic hero mode – and is unable to redeem himself, then his character arc is going to be that of the tragic hero. Some Byronic heroes spiral downwards becoming darker and more self-destructive. Others experience little by way of change and end up in pretty much the same sort of unhappy situation as they started – often having gained and lost a better sort of life along the way. The Byronic hero is aware of the possibility of redemption – and realises that he has failed to achieve it, and goes back to brooding about the unfairness of life.


  Somewhere between these two lies the unrepentant antihero who refuses to accept the possibility of redemption. He is a standfast who doesn’t see the need or even the desirability for change. Some antiheroes spiral downwards, engaging in ever more immoral behaviours until they destroy and/or lose everything and end up with a tragic ending. But this doesn’t have to be the fate of the antihero.


  You can embrace the nature of the Trickster’s randomness and give your antihero a happy ending that he hasn’t earned – effectively giving him a second chance. Or you can find some other appropriate ironic ending – he accidentally creates his own happy ending; or he tries to destroy himself and fails, or he tries to sacrifice himself for someone he cares about, but fails to save them while remaining unscathed himself. The exact nature of any ironic ending depends on the individual protagonist’s need versus want. Does he get what he wants but fail to achieve what he needs? Does he meet his need while failing to achieve his want? Does he achieve both? Does he achieve neither? Does he realise that his want isn’t what he actually needs, or does he fail to learn this? With this type of protagonist, part of the fun – for writer, audience or performer – is to confound expectations by not following the usual storytelling conventions fully. Of course, to do this you need to be aware of what those expectations and conventions are.


  Another option – and this is by far the riskier one – is to have an open and/or ambiguous ending. The risk is that audiences will find this kind of ending disappointing because it fails to meet their expectations of a ‘neat’ and final ending. Obviously, with a trickster-hero or antihero this may be exactly the sort of ending that is required – but you have to go into it with your eyes open. It has been said that the ending of your current story determines whether or not people buy your next story and there is some truth in that. If a reader or audience feels disappointed by your ending – even if it is only a vague feeling that they can’t articulate – that is the impression they will take away with them and remember. 


  You don’t need to give people the ending they expect – and you probably shouldn’t, because that in itself can cause disappointment due to its predictability, but the ending must be satisfying. You must pay-off and deliver on any promises you made to the audience earlier in the story. Ideally, you want people to be surprised or even shocked by your ending and then – on reflection – say ‘Yes, of course, that’s how it had to end.’ You can increase your chances of achieving this sort of reaction by planting very subtle clues earlier in the story – Sequence 5 is where we often see a glimpse of one or more possible outcomes for the story and the crisis at the end of Sequence 6 is often the mirror opposite of the ending – but you don’t want to ‘telegraph’ your ending and spoil the surprise.


  A satisfying ending also knows when to quit. Once the important revelations have been made, don’t prolong things by trying to tie up all the loose ends. If there are important but minor things to resolve, do this earlier in Act III so they don’t detract from the impact of the main point of the ending. I’ll finish by quoting one final bit of storytelling advice – When you get to the end, stop


  Summary Chart


  You can download a PDF version of this chart from www.paultomlinson.org/character
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  Appendix 2: The Emotions


  The list is taken from Spinoza’s The Ethics, with modern dictionary definitions.


  


  
    	Desire – to wish or long for.



    	Pleasure – an agreeable or enjoyable sensation.



    	Pain – the sensation of acute physical hurt or discomfort caused by injury, illness, etc.; or mental suffering or distress.



    	Wonder – the feeling excited by something strange; a mixture of surprise, curiosity, and sometimes awe.



    	Contempt – the feeling towards a person a thing that is considered despicable; to look down upon something; to scorn or deride.



    	Love – to have a great attachment to and affection for; to have passionate desire, longing, and feelings for.



    	Hatred – intense dislike; enmity.



    	Inclination – a particular disposition, especially a liking; a tendency, predisposition, propensity or leaning.



    	Aversion – extreme dislike or disinclination.



    	Devotion – a strong attraction to or affection for a cause, person, etc., marked by dedicated loyalty; religious zeal, piety.



    	Derision – speaking of or treating with contempt or ridicule; to laugh at or scorn; to mock.



    	Hope – a feeling of desire for something and confidence in the possibility of its fulfilment; a reasonable ground for this feeling.



    	Fear – a feeling of distress, apprehension, or alarm caused by impending danger, pain, etc; awe, reverence.



    	Confidence – a trust in a person or thing; belief in one's own abilities; self-assurance; trust or a trustful relationship; something confided, secret



    	Despair – to lose or give up hope; total loss of hope



    	Joy – a deep feeling or condition of happiness or contentment; an outward show of pleasure or delight



    	Disappointment – to fail to meet the expectations, hopes, etc. of; let down; to prevent the fulfilment of (a plan etc.); frustrate



    	Pity – a sympathy of sorrow felt for the sufferings of another; show mercy for



    	Approval – to consider fair, good or right; formal agreement; to authorise or sanction.



    	Indignation – anger or scorn aroused by something felt to be unfair, unworthy or wrong.



    	Partiality – favourable bias; liking or fondness



    	Disparagement – to speak contemptuously of; belittle; to damage the reputation of



    	Envy – a feeling of grudging or somewhat admiring discontent aroused by the possessions, achievements, or qualities of another; the desire to have something possessed by another; covetousness



    	Sympathy – the sharing of another's emotions, especially of sorrow or anguish; compassion; affinity or harmony, usually of feelings or interests, between persons or things



    	Self-approval – pleasure arising from a man's contemplation of himself and his own power of action



    	Humility – consciousness of one's failings; unpretentiousness; deferential or servile



    	Repentance – remorse or contrition for one's past actions; showing penitence



    	Pride – a feeling of honour and self-respect; a sense of personal worth; excessive self-esteem; conceit; satisfaction or pleasure in one's own or another's success, achievements, etc.



    	Self-abasement – to humble or belittle oneself; thinking too poorly of oneself.



    	Honour – personal integrity; allegiance to moral principles; fame or glory, esteem



    	Shame – a painful emotion resulting from an awareness of having done something dishonourable, unworthy, etc.; ignominy or disgrace



    	Regret – to feel sorry, repentant or upset about; to bemoan or grieve the death or loss of; a sense of repentance, guilt or sorrow; a sense of loss or grief.



    	Emulation – to attempt to equal or surpass, especially by imitation; to rival or compete with



    	Thankfulness or gratitude – a feeling of thankfulness, as for gifts or favours; grateful and appreciative



    	Benevolence – inclination to do good; charity; an act of kindness



    	Anger – a feeling of great annoyance or antagonism as the result of some real or supposed grievance; rage; wrath



    	Revenge – the act of retaliating for wrongs or injury received; vengeance; to inflict equivalent injury or damage for injury received; to avenge



    	Cruelty or savageness – deliberate infliction of pain or suffering; conduct that causes danger to life or limb or a threat to bodily or mental health



    	Timidity – easily frightened or upset, especially by human conduct; shy



    	Daring – bold or adventurous; courage in taking risks; boldness



    	Cowardice – lack of courage in facing danger, pain, or difficulty



    	Consternation – a feeling of anxiety, dismay, dread or confusion



    	Courtesy or deference – politeness, good manners; polite and considerate in manner; courteous regard; respect



    	Ambition – strong desire for success or achievement



    	Luxury – indulgence in and enjoyment of rich, comfortable, and sumptuous living; something considered an indulgence rather than a necessity



    	Intemperance – consuming alcoholic drink habitually or to excess; immoderate; unrestrained; extreme or severe



    	Avarice – extreme greed for riches



    	Lust – a strong desire for sexual gratification; a strong desire or drive


  


  


Appendix 3: Character Profile Form


  The Character Profile below is structured according to the three dimensions of character from Chapter 17. You can download a PDF or editable DOC version of the form – along with guidance notes for completing it – from the website: www.paultomlinson.org/character
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  Appendix 4: Values


  Below is a ‘best of ’ list that I came up with from comparing various lists of values. I have sorted them alphabetically, so there’s no hierarchy implied here. Any of these could be the value at stake in a story.


  


  
    	Avoid Covetousness – do not covet what others possess, whether in terms of abilities, achievement, station, or natural gift


    	Courage – avoid cowardice


    	Forgiveness – do not resent injuries; avoid bitterness


    	Freedom – respect the right of all to be free, and do not subject yourself or others to unfair restraint


    	Frugality – use what you need; do not waste or squander


    	Generosity – give to others, share what you have, do not be miserly


    	Honesty – be truthful in speech and act with integrity; do not make false promises; do not deceive, and do what you promise to do


    	Hope – vanquish fear; resolve to have a positive attitude towards life; 


    	Humility – avoid arrogance or self-praise


    	Imagination and Creativity – appreciate beauty; bring new things into the world, rather than be a destroyer; seek to build on and improve what has gone before


    	Industry – be employed in something useful; be capable; achieve a sense of accomplishment and occupational satisfaction; resolve to perform what you ought; perform without fail what you resolve; strive for excellence; be ambitious; be of service to others; 


    	Justice – act with fairness to all; do not bear false witness; do not withhold testimony; do not prejudge; treat others equally; practice tolerance and understanding 


    	Love – care for others; show kindness; value relationships; respect elders; respect children; be a friend; exercise charity; 


    	Playfulness – seek happiness and joy in what you do; take pleasure in learning new things and sharing them


    	Respect for Life – do not kill; do no injury; refrain from violence


    	Respect for Property (Do Not Steal) – do not take what is not freely given


    	Respect for the Body – care of personal health, cleanliness and fitness; do not engage in sexual misconduct, or as Benjamin Franklin put it in his list: “Rarely use venery but for health or offspring, never to dullness, weakness, or the injury of your own or another’s peace or reputation.”


    	Respect for the Mind – do not cloud judgment with intoxicants


    	Responsibility – accept responsibility for your own actions and their consequences; practice independence; perform whatever acts it is your duty to perform (honour?); respect the dignity of others


    	Safety and Security – respect the right of all to exist and to live without fear


    	Self-control – practice moderation in all things, avoid extremes; be temperate; do not be disturbed by trifles, or at accidents common or unavoidable; strive for simplicity; respect own dignity


    	Trust and Faith – believe that there is good in the world and act accordingly; do not be a cynic or doubter


    	Wisdom – understand the value of education and learning; of teaching others; and of applying intelligence, experience and knowledge for personal benefit and the benefit of all; exercise leadership when appropriate, and know when to be a supportive follower.
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