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Deep Point of View:  Why It’s Important for You and Your Readers 
  
These lessons from the workshop Deep Point of View: Why It’s Important For 
You and Your Readers have been provided by Laurie Sanders who developed 
the workshop. While you are encouraged to read, use, and refer to the lessons 
and to share them with your writing friends and partners, it is important to 
note that the written portion of the workshop is not a substitute for the actual 
workshop which includes many discussions, questions and answers, and some 
critiquing that are not part of the material presented here.  
 
Check out the “Stuff for Writers” page at the Black Velvet Seductions blog 
(http://www.blackvelvetseductions.com/readers_blog/) for a list of Laurie’s 
upcoming workshops.  
  
Lesson One:  What Is Point Of View   
  
In writing, the term point of view encompasses several things:  
  
1.) Who the storyteller is  
2.) How the storyteller refers to himself or herself  
3.) The vantage point of the storyteller.    
 
At its most basic point of view refers to who the narrator is...or to who tells the 
story.    
 
Point of view can be further defined by how the storyteller or narrator refers to 
himself or herself.    
 
The vantage point of the storyteller determines whether the story is told in deep 
point of view or shallow point of view.    
 
The choice of storyteller (or narrator) for a story is an important consideration in 
the telling of a story, as it has a huge influence on the story itself. Two people 
experiencing the same event for example might experience the story in 
completely different ways. Think of the reruns of Law and Order which you've 
seen. The shows usually start with a snip that shows the lead up to the crime. If I 
were to write the opening of a Law and Order story using a third person narrator 
(as opposed to an omniscient narrator) the story that I would write would be 
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very different depending upon whether I wrote the story from the point of view 
of the person committing the crime, someone witnessing the crime, or the victim 
of the crime. The point of view that I would choose would frame the story, it 
would determine what got into the story and what didn't get into the story.    
 
How the narrator refers to himself or herself is another important aspect of point 
of view. This determines whether the viewpoint is first person or third person. 
First person narrators refer to themselves as I. Third person narrators refer to 
themselves in the third person as he, she, and by name. Generally speaking when 
an author chooses a first person narrator who refers to himself or herself as I the 
viewpoint remains with that one character all the way through the book.  The 
vantage point of the viewpoint character is an incredibly important aspect of the 
point of view choices that you make.  
 
The vantage point of the person telling the story determines (much like WHO is 
telling the story) what gets into the story and what doesn't get into the story.    
 
One can generally think of deep point of view and omniscient point of view as 
being at opposite ends of the vantage point spectrum. With omniscient 
viewpoint the narrator/storyteller is outside the character. The omniscient 
narrator is not a character in the story. He or she is generally seen as an all 
seeing, all knowing, God like storyteller who knows everything about all of the 
characters, even things the characters themselves do not know.    
 
It would seem on the surface that using the viewpoint of an all knowing 
omniscient narrator would be the best of all worlds because the all knowing, all 
seeing omniscient narrator knows everything and can feed the reader the pieces 
of the story you want them to have at the appropriate time.    
 
The problem with the omniscient narrator is that the vantage point outside the 
characters makes the story ABOUT someone's experience...but the experience is 
always told from outside the characters which hold the reader at arm's length. 
With omniscient viewpoint it almost always feels like you are reading ABOUT 
someone else‘s experience rather than living the experience with them...through 
them.    
 
Deep point of view which is at the other end of the deep point of 
view/omniscient point of view spectrum features a narrator who IS one of the 
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characters and whose vantage point is INSIDE the character.    
 
When we talk about deep point of view what we're really talking about is the 
vantage point of the storyteller. With deep point of view the vantage point of the 
narrator is INSIDE the character. With omniscient point of view the vantage 
point is outside the character. This may seem like a subtle thing, but it has big 
implications for the writing style.    
Because the omniscient narrator is outside of the character he or she can describe 
the character's feelings, but he or she can't really experience them and this tends 
to leave the reader feeling as if they are reading ABOUT experiences rather than 
experiencing experiences along with the characters.   
  

The Most Common Points Of View Used Today Are: 
 

 First person point of view – With first person point of view one character 
(narrator) who identifies himself or herself as I tells the story by describing his or 
her own experiences as they occur throughout the story. This can be a powerful 
viewpoint for some types of stories. It is the viewpoint used for confession stories 
and is also a common viewpoint for detective stories and other stories where the 
author wants the reader to experience the story through only one character and 
to know only what that one character knows, and to know it only when that one 
character knows it. Shortcomings of the viewpoint are that the author is limited 
in how he or she can transfer knowledge to the reader. With this point of view 
the reader can only ever be aware of information that the viewpoint character is 
aware of. First person point of view then, would not work for a story which 
required the reader to gain information held by a second character but not 
known to the first person narrator.   
 
Third person omniscient (sometimes called simply omniscient) – With third 
person omniscient the narrator has an almost godlike quality and the ability to 
know everything, including the thoughts and feelings of all the characters as well 
as the details of future and past events, even those that the characters themselves 
do not know. Characters are referred to in third person (he and she rather than in 
first person I). With third person omniscient viewpoint the story often feels as if 
it is told from a vantage point outside the characters, which makes sense given 
the all knowing, godlike vantage point of the narrator.    
 
The third person omniscient viewpoint sometimes feels like a camera view 
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viewpoint as well as there is often the feeling that the narrator is standing 
outside the characters describing what the characters do, describing what they 
feel, but usually from a distance, as if the narrator is reporting on the experiences 
of the character rather than experiencing the thoughts, feelings, and events as if 
they were happening to the narrator directly.    
 
The viewpoint is typically broader and not as deep.    
 
One of the earmarks of this particular viewpoint is that the narrator may inject 
his own knowledge into the narrative by saying something like, ―Little did he 
know that everything he held dear would be lost.‖ Or ―If either of them had 
looked they would have seen the ghost standing behind the shrub.‖ This brings 
in something the character does not know, and brings out the omniscient quality 
of the viewpoint. This would be acceptable in omniscient viewpoint, but would 
not be acceptable in first person or limited third person viewpoint.   
 
The shortcoming of this viewpoint is that it holds the reader at arm‘s length, 
often giving them a feeling of being distant from the character, reading about a 
character‗s experience rather than experiencing the story through the character.   
 
Third person limited (sometimes called third person) – With third person 
limited viewpoint the story is told through the narrator as if the narrator is the 
viewpoint character. The characters are referred to in third person (he and she 
rather than I). Within third person some authors switch point of view between 
characters within the story so that the narrator moves from one character to 
another. This allows the author to show the story from multiple points of view 
and from a vantage point inside several characters within the story.    
 
When the third person limited viewpoint narrator‗s viewpoint is too shallow, 
changes too frequently between characters or when the change occurs in an 
unplanned manner it is frowned upon and is referred to as ―head hopping.‖ 
Head hopping is to be avoided.    
 
When we talk about the depth of point of view or using deep point of view we 
are most commonly talking about stories which are written in third person 
limited point of view. The same techniques used to deepen viewpoint in limited 
third person can be used to deepen point of view in first person point of view as 
well.    
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Deep point of view doesn‗t usually refer to pieces written in third person 
omniscient viewpoint. Third person omniscient viewpoint is characterized by its 
vantage point in a narrator who is outside the character, who knows more than 
the character knows and this is generally inconsistent with the principles of deep 
point of view.  
 
Lesson Two: Deep Point of View -- What It Is -- Why It's Important   
 
There is one weakness that results in more rejections than any other. That 
weakness is shallow point of view. Though most editors don‗t pinpoint the flaw 
as shallow point of view in the rejection letter, shallow point of view is usually to 
blame when manuscripts don‗t have that spark, sizzle, or emotional intensity 
that compels a reader to care about the characters and their situation. Shallow 
point of view is also often to blame for characters that aren't likeable, character's 
whose motivations aren't clear, and conflicts that aren't believable.    
 
Many authors do not understand what deep point of view is and are even more 
stymied when it comes to actually using deep point of view to construct their 
stories. This may be because deep point of view isn‗t one technique, but is a 
series of techniques which all work together to give the reader a certain kind of 
reading experience.    
 
When most authors hear the term point of view they think about whose 
viewpoint a story is told from. They think about whether it is told from first 
person, third person, or omniscient. They think about whether to use the hero‗s 
point of view, the heroine‗s point of view, or the villain‗s point of view. These are 
not bad thoughts, as which viewpoint to use is a crucial decision with numerous 
implications. However, which viewpoint is used is only peripherally related to 
implementing deep point of view. Deep point of view is about making the best 
use of the viewpoint that is chosen.    
 
Understanding deep point of view and mastering the techniques associated with 
using it is important for fiction authors because when a reader picks up the latest 
romance, suspense, or erotic romance novel they want to be swept away. They 
want to, for a time, exist in an alternate reality. They want to imagine they are a 
character in another time, in another place, with different concerns than they 
have in their real lives. The vicarious experience, the virtual reality escape is 
what the reader seeks when they pick up a book and thumb through its pages. 
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As authors vicarious experience is what we sell. If we don‗t use deep point of 
view, the reader will be cheated of the deep experience of the story that they first 
sought when selecting the book in the first place.   
 
Many multi-published authors write using shallow point of view. However, the 
experience for the reader when reading those books is like reading about the 
characters and their adventures. The reader can see the character going through 
the story, the reader can understand and relate to the character‗s thoughts, 
feelings, and back-story. However the reader never makes the jump into actually 
experiencing the story along with the character. The reader never feels as if he or 
she has become the character. Their heart doesn‗t pound when the heroine‗s heart 
pounds. They don‗t feel her anger and sadness threading its way through their 
veins when the hero leaves her after a misunderstanding. In short, when reading 
a book written in shallow point of view, the reader remains tethered to their own 
world, reading about the fictional world without wholly escaping into that world.    
 
The reader of a book written in shallow point of view is in the end left with a 
shallow experience of the story and is in the end cheated of the vicarious 
experience they sought.   
 
In truth the author is also cheated of having communicated the story in the way 
that he or she envisioned it. Most of us experience our stories in deep point of 
view when we think about them. We know exactly what the character thought, 
what he felt, why he did what he did. But when we write in shallow point of 
view the reader never gets that piece, it remains just out of their reach. As a 
result the story fails to resonate with the reader as much as it could have. This is 
a loss for the writer who longs to communicate as much as it is for the reader 
who longs for the deep emotional experience that well written fiction provides.  
  
Lesson Three:  Viewpoint and Genre  
  
Each fictional genre and each sub-genre within each genre has its own set of 
reader expectations.    
 
Murder mystery readers for example expect to find a clever hero or heroine. 
They expect to find a murder and a mystery around who committed the murder. 
They expect to find clues, some that lead to the solution of the mystery, some 
that serve to confuse, mislead and trick the reader into wrong assumptions.    
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Romance readers expect to find a hero and heroine who meet within the first 
chapter amidst some conflict that makes them leery of each other. Romance 
readers expect the focus of the story to be on the hero and heroine and their 
developing romantic relationship. They expect an ending in which the hero and 
heroine declare their love for each other and live happily ever after.    
 
Readers of suspense expect some of the same things that murder mystery readers 
do, though readers of suspense expect an elevated level of danger. There is often 
a murder or series of murders in suspense novels, but suspense readers expect 
the protagonists to be personally involved, to have a strong personal (usually 
physical) stake in the solution of the mystery. In suspense the hero or heroine is 
often in grave personal danger.    
 
In the same way that each genre and sub-genre has its own set of things that 
readers expect from the genre, each genre and sub-genre has its own 
expectations for depth of point of view. Readers of romance, women‗s fiction, 
and mainstream have an expectation of deeper point of view than do readers of 
mystery and suspense. This is true because the focus of romance, women‗s 
fiction and most mainstream fiction have aspects of the plot that rely on the 
character‗s emotions to work. Falling in love (the focus of romance for example) 
is almost entirely emotional and emotions are felt internally and therefore are 
most effectively described from a vantage point INSIDE the character. Women‗s 
fiction too is also largely emotion based. Much mainstream fiction is as well. 
Mystery and suspense by contrast are fueled proportionately more by external 
events, and so are less reliant on deep point of view.    
 
Though the expectations of each genre are different when it comes to depth of 
point of view, deep point of view remains an important technique in the arsenal 
of any fiction author regardless of the genre in which they write.    
 
Though readers of mystery do not require the same depth of point of view that 
readers of romance do (especially in terms of emotion) readers of mystery like to 
experience their stories as if they are in them solving the murder along with the 
hero or heroine the same way that readers of romance like to experience their 
stories through the viewpoint characters. Though readers of suspense don‗t 
require the same depth of viewpoint that readers of romance do (especially as it 
relates to softer emotions like love) readers of suspense do enjoy reading books 
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in which they are swept away into the suspense and danger of the story. They 
want to feel the suspense and the danger along with the hero or heroine.    
 
What differs from genre to genre isn‗t the importance of deep point of view as a 
technique, but the specific ways in which deep point of view techniques are used 
to provide the experiences that readers of the genre want.    
 
Authors of mystery will focus their deep point of view efforts more sharply on 
deep point of view techniques that relate to the character‗s mental experience, 
focusing on the character‗s thought processes while authors of suspense will 
focus more of their deep point of view efforts on techniques that relate to 
physical experience. Authors of romance will focus more of their efforts on 
emotional aspects of their characters. Integrating deep point of view involves not 
just implementing a series of techniques. It involves developing an 
understanding of what experiences readers of a particular genre or sub-genre 
want, then using specific techniques to provide those specific experiences.  
  
  
Lesson Four:  Providing the Reader a Vicarious Experience Is the Goal   
 
Regardless of genre, the goal of deep point of view is to create a reality for the 
reader that is much more real and much more immediate than we get when we 
listen to someone talk about an experience they have had. As authors we don‘t 
want our readers to be a bystander in our stories, we want them to experience the 
story. If we write suspense, we want them on the edge of their seat, rapidly 
turning pages to see what happens next in their virtual reality experience. If we 
write mystery we want them turning pages to see what clues they find next as 
they share the experiences of our mystery solving hero or heroine. In romance 
we don‗t want them standing outside our story, we want them inside it, falling in 
love with our hero for all the same reasons our heroine does.    
 
Deep point of view transports the reader into the viewpoint character merging 
the reader and the character so that when the character hears the ominous click 
of the gun safety the reader hears it too.    
 
Because the goal of writing in deep point of view is to give the reader a vicarious 
experience the author must in essence create a very real, very multi-sensory 
adventure for the character. (I think of this as writing in hi-definition, surround 
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sound.) The reader will experience only what the character experiences so it is 
important to make sure that the character‘s experience is a strong one and that it 
is described in a way that allows the reader to follow the character smoothly 
through the experience. Authors do this by imagining the scene through the 
character's experience and then pulling out the strongest details and describing 
them as the character would experience them.    
 
In deep point of view everything, every thought, every nuance, every detail; 
every action is processed through the viewpoint character. If the viewpoint 
character is a crotchety 90 year old man shaking his gun at the 20 something 
granddaughter coming to cart him back to the nursing home, then the things he 
sees, the things he hears, the things he feels need to be described according to his 
perceptions…not the author‘s, not the bystander‗s, and  not the granddaughter‘s.    
 
In the example of the crotchety 90 year old man, even what the character sees is 
processed through his viewpoint. The reality of the scene may be that the birds 
are singing in the trees, the sun is shining brightly, and everything appears crisp 
and bright in the morning sunlight. However, if our 90 year old viewpoint 
character doesn‗t hear well, he won‗t hear the birds singing or if he does he hears 
them over the buzz of his hearing aid. If he doesn‗t see well, everything may look 
a bit fuzzy. If he has cataracts he won‗t see the bright sunlight as 
such…everything will appear muted, darker, more fuzzy. If we are using deep 
point of view we will describe the scene only as he experiences it, regardless of 
what the reality of the scene is.    
 
By knowing their characters on a very deep level and by processing everything 
that happens in a story through the viewpoint character an author can greatly 
deepen the point of view. Not only will the resulting story be much more 
attractive to an editor but it will give the author‘s readers the vicarious 
experiences they crave, ensuring many more book sales to follow.  
  
Lesson Five:  Character Reality vs. Scene Reality   
 
When you are in deep point of view you show the viewpoint character‗s 
perceptions of the scene as it unfolds. However, there are times when the 
character‗s perception of the scene is inaccurate.   Think of the character who is 
drunk, the character who is delusional, the character who is paranoid, or the 
character who suffers from Alzheimer‗s. In all of these settings what is really 
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going on in a scene may be much different than what the viewpoint character 
who is drunk, delusional, or paranoid perceives. Using the viewpoint of a 
character whose perceptions are unreliable presents special writing challenges 
which must be overcome in order to make a scene shown through an unreliable 
viewpoint work. However, done well, these scenes may be some of the strongest 
and most haunting in a manuscript.    
 
Because the perceptions and experiences of an unreliable viewpoint character 
differ so much from what is really happening in a scene it is important to think 
about the goal of the scene and the purpose for using the unreliable character‗s 
viewpoint.    
 
In some genres (romantic suspense, suspense, thrillers) the villain is often an 
unreliable character. The villain sees the world through his or her own broken 
prism, and including his or her viewpoint can add both suspense and a three 
dimensional quality to not only the character but the book as a whole.    
 
Other times the viewpoint of an unreliable character is used to build suspense 
(most often within the same genres listed above, but occasionally in others as 
well. For example, if the hero‗s Alzheimer suffering aunt knows something about 
the murders that happened thirty years ago you might use her viewpoint to 
show what she remembers, and how fleetingly she remembers it. Using the 
viewpoint like this you could show the reader information that the hero doesn‗t 
have if you wanted them to know what his aunt knows, but you don‗t want him 
to know what she knows. Alternatively you could use her point of view to show 
what she remembers…and to show her memory being at odds with what others 
have told the hero, which can add added suspense as the reader has to decide 
whether to trust the aunt‗s memory or not.    
 
Most, not all times, that you use an unreliable character‗s viewpoint you will 
want the reader to know that the character is unreliable very early in their 
viewpoint. Sometimes this is done in the setup of the scene. If you show your 
character drinking in the bar from another character‗s viewpoint, then you show 
him in the parking lot picking a fight with his rival using his viewpoint, given 
proper cues (the world is tipping, his temper is more pronounced, he just wants 
another drink) the reader can ascertain that he is drunk and can weigh his 
perceptions with that in mind.    
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Once in a while you will not want it to be clear that your viewpoint character is 
unreliable. To make this work you need to leave enough hints about the 
character‗s reality that the reader is unsure whether to trust the unreliable 
character‗s perceptions.    
 
In general, deep point of view for an unreliable character is handled exactly the 
same way that it is for a reliable character. The goal is still to show the reader the 
scene as the viewpoint character experiences it, delusions and all.    
 
The only difference is in the set-up of the scene. You may want to pay special 
attention to letting the reader know the character is unreliable before you switch 
to that viewpoint. In other instances, like with the villain you want the difference 
between that character‗s perceptions and the perceptions of other characters that 
the reader trusts to be so striking that the reader knows immediately that they 
are in the viewpoint of a character whose perceptions are flawed.    
 
You will use the same techniques to show the character‗s reality—even if that 
character‗s reality differs radically from the reality of the scene.  
   
Lesson Six: Readers Want an Experience – They Choose Books Based On Type 
of Experience   
 
Readers, those people who grant us a bit of their time and if we are lucky a few 
of their dollars in exchange for an adventure, an experience, an escape from the 
humdrum, are the people behind what we do as authors. They make our work 
possible, and if we are lucky, lucrative. Everything we do as writers and editors, 
every rule we follow, every rule we break, every nuance, every mood we put 
onto paper is put there for our readers, the people who pick up our books and 
either love them or hate them.    
 
That said, it makes sense to look at what readers want when they pick up a 
novel.    
 
Regardless of genre, readers of fiction all want one thing. An Experience! They 
want to feel like they are experiencing the story with the characters.    
 
Readers will choose specific books depending on the type of experience they 
want. The reader who wants to experience soft, tender, emotions will likely pick 



From The Workshop Deep Point of View: Why It’s Important For You And Your 

Readers  

Presented By Laurie Sanders Founder, Editor, and CEO Black Velvet Seductions 

http://www.blackvelvetseductions.com  

©Laurie Sanders 

 

Page 12 of 54 

up a sweet romance. The reader who wants to experience adventure and drama 
will more likely pick up a suspense, thriller, or action adventure novel. As 
writers we craft our novels to give readers a specific type of experience and 
publishers package them under different imprints so that readers can easily find 
the type of experience they seek.    
 
The type of experience on a genre level is general. It is what leads a reader to 
pick one type of book over another.   
 
Reader experience in the way that it relates to a specific book is more definitive 
and relates to creating a novel, short story, or other work of fiction that provides 
a rich vicarious experience for the reader. This is where deep point of view 
comes into play.    
 
Consider the following two examples.    
 
Example 1:  The sun rose, pink and orange fingers caressing the purple and blue 
cloud banks as the countryside woke. Birds chirped. The leaves in the trees 
rustled a morning greeting. Janet sighed. This was her favorite time of day.    
 
Example 2:  Janet pulled her horse to a stop and sat astride its broad back staring 
at the horizon as the sun rose, pink and orange fingers caressing the purple and 
blue cloud banks. She inhaled deeply enjoying the scents of morning dew and 
fresh cut hay. The birds chirped and hopped about rustling the trees overhead as 
the countryside woke. Janet sighed deeply; she loved this time of day.    
 
Both examples give you the same general information, and in both examples the 
same scene is described.    
 
The first example is told from shallow point of view. As you are reading the first 
example, whose experience of the scene are you getting? Can you tell? The 
viewpoint character is not even mentioned until the end of the paragraph.    
 
The second example is told in deeper point of view. The scene is described 
through Janet. It is Janet‗s thoughts, feelings, and perceptions that are described. 
It is Janet that sees the sunrise. It is Janet that responds emotionally to this time 
of the day.    
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In the first example the sun rises, the birds chirp, and the leaves rustle but those 
things are not perceived through any character. They are described generically 
by an off scene narrator. The reader is left without a conveyance through the 
story in example 1.    
 
In example 2 the reader knows right away who to hitch a ride with. Janet is the 
viewpoint character. The experiences are Janet‗s. Therefore the reader identifies 
with Janet. The reader of the second example knows who the viewpoint 
character is. They know who to identify with. They know who to follow into the 
story.    
 
Do you see that in the first example the description is there, but it is flat? It is 
described from outside Janet. It is not processed through her experience.    
 
Do you see that in the second example the scene is described through Janet‗s 
experience of it? In the first example the sun rose with pink and orange fingers 
caressing the sky…but who experienced that? In the second example it is Janet 
who stares at the horizon and sees the sun rising. It‗s the same description, but in 
the second example Janet is experiencing the scene.    
 
Deep point of view is the process of showing everything that happens in the 
story through the experiences, perceptions, thoughts, feelings and actions of the 
viewpoint character(s).   
   
Lesson Seven:  Whose Point Of View Is It Anyway?   
 
As authors, once we decide which viewpoint we are going to use (limited third, 
omniscient third, first person) then we are faced with additional questions about 
how to make the best use of the viewpoint we choose.    
 
For our purposes here we will focus on limited third person point of view, which 
is the viewpoint where deep point of view most often comes into play.    
 
Once you‗ve decided on a viewpoint, limited third person for example, your 
point of view decisions aren‗t finished…they‗re really just beginning. With third 
person limited point of view the narrator tells the story from the perspective of 
one character, describing the events of the scene through the experiences of the 
character. This however leaves the crucial question of which character‗s point of 
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view to use and whether you will use only one character‗s point of view through 
the whole book, or whether you will change viewpoints at chapter breaks, or 
scene breaks or within scenes.    
 
There are several things to consider when deciding which character should be 
the point of view character. Some of the things to consider are:   
 
What information do you want to convey to the reader during this scene? You 
will need to choose a viewpoint character who has the information and who can 
convey it to the reader in a smooth and believable way. You do not want your 
scene to end up looking like a flashing neon sign that says, ―Here is the 
information I want you to have.‖ You want the transfer of information to the 
reader to seem fluid and smooth. Consider which character knows the 
information you want to give the reader and which character can convey the 
information to the reader most smoothly through his or her thoughts, actions, 
and feelings.   
 
Conventional wisdom often suggests that the author select the viewpoint 
character based on which character has the most to lose during the scene. 
While this is a valid consideration, it can be interesting and powerful to show 
one character‗s crisis through the viewpoint of a character who cares deeply for 
the troubled character. Viewpoint is a very powerful tool in the author‗s arsenal, 
too powerful to choose based on one criterion. Looking at who has the most to 
lose during the scene is one criterion, a valid one, but not one which trumps all 
others.   
 
What do you want the reader to feel emotionally during this scene? Remember 
that the reader‗s primary experience will be very similar to what the viewpoint 
character‗s experience is. If you want the reader to feel a great sense of emotional 
loss at the end of the scene you may want to use the viewpoint of the character 
who will feel the greatest emotional loss at that point.    
 
Which viewpoint allows you to show the scene most powerfully? Most 
realistically? Remember that the reader‗s experience will be most like the 
viewpoint character‗s experience. Which character‗s experiences are most 
powerful? Which character‗s experiences are most realistic? Is showing the 
reality of the scene your goal or do you prefer to show a version of the scene 
which is more skewed toward one character‗s perception? Is realism or a skewed 
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version of the scene more powerful? Which character can deliver the most 
powerful experience of the scene?   
 
Which viewpoint allows you to show conflict or build suspense? Readers of 
fiction need something to worry about. They need conflict; they need 
unanswered questions to keep their interest. Which character‗s viewpoint allows 
you to show or intensify the conflict, danger or suspense?   
 
Are there any characters whose motivations you need to show during this 
scene? Motivation, particularly internal motivation (that which stems from the 
character‗s emotions or back-story) is most easily conveyed when you are using 
that character‗s viewpoint and can show the bits of back-story and memory that 
motivates the character. This is a particularly strong consideration in scenes in 
which the character‗s motives or motivations are crucial to the reader 
understanding why the character undertakes the action he or she undertakes. It‗s 
an important consideration when a character behaves in a way that will make the 
reader dislike him or her if you don‗t show the motivation for his or her negative 
behavior.    
 
Which character’s emotions move the plot forward? Remember that the reader 
will experience what your viewpoint character experiences. If there are specific 
emotions which drive the forward momentum of your plot, greed, anger, 
betrayal, desire for revenge, etc these will be an important consideration in 
determining whose viewpoint to use for scenes within your story.    
 
Given all these considerations, you must select a character that will be your 
viewpoint character, at least at the start of the scene.   
  
Lesson Eight:  A Surgeon Wouldn't and Neither Should You   
 
A surgeon wouldn‗t decide that he was only going to use his scalpel for 
complicated brain and heart surgery, but use a steak knife (even a good one) for 
appendectomies and gall bladder surgeries – and neither should you!    
 
Yet, following the well-meaning advice to change the viewpoint only at chapter 
breaks and scene breaks is the literary equivalent of the surgeon deciding not to 
use his best tools in some or all of his surgeries.   
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Viewpoint is an incredibly powerful tool in the author‗s arsenal. Viewpoint plays 
an important role in:   
 

 Defining the scope of the story (defining character goals and why they are 
important – internal conflicts and internal triggers from external conflicts)  

 Establishing the conflict from differing points of view * Establishing 
character motivation for acts, thoughts, and feelings  

 Allowing the reader to understand a character‗s bad act and forgive it  

 Creating the character‗s experience of the story, and thereby the reader‗s 
experience of the story   

 
There is virtually no aspect of a story that is not influenced strongly by the 
viewpoint.    
 
For this reason viewpoint is a crucial tool in the author‗s toolbox. It is as critical 
to the writer's work as the surgeon‗s scalpel is to his work.    
 
A tool as important as a surgeon‗s scalpel or a story‗s viewpoint should be 
handled with skill and care, by people who know what they are doing.    
 
Unfortunately, I‗ve heard repeatedly in chats, in newsgroups, and occasionally 
even in workshops, that an author should not change the viewpoint mid scene. 
I‗ve seen authors teaching workshops say that they choose not to change 
viewpoint mid-scene or mid-chapter because they don‗t know how to do it.    
 
The bottom line is you can follow the advice not to change the viewpoint 
anywhere except at chapter and scene breaks, and it will keep you from being a 
head-hopper. However, there is a cost. The cost is that your writing may be 
weaker, the emotional impact less, because that structure does not always allow 
you to be in the viewpoint of the character that has the most at stake in the scene. 
Sometimes the stakes change mid-scene.    
 
Authors who do not ever change the viewpoint mid-scene often leave a lot of 
their creative power untapped by this decision, which is part of the structure, the 
foundation of the story.    
 
If there is one thing to take away from this workshop it is that viewpoint is an 
incredibly powerful tool in your arsenal as an author. Do not trade its power by 
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following rigid rules that do not in most cases benefit your story, and which in 
many cases weaken it. Do not avoid changing viewpoint mid-scene just because 
you don‗t know how to do it and are afraid of being labeled a head-hopper. 
Learn when to do it. Learn how to do it. Then do it when it strengthens your 
story or improves your reader‗s experience of the story.   
 
Changing viewpoint can be done smoothly. Changing viewpoint at the proper 
place can add emotion, tension, and texture to your writing. It‗s too powerful of 
a tool to leave unused.   
  
Lesson Nine:  Information and Experience Key to Choosing Viewpoint   
 
As authors we choose the viewpoint for every single sentence, paragraph, scene, 
and chapter of our books. But how do we decide which viewpoint is the right 
one for a given part of the book?   
 
Standard advice in writer‗s circles is that the viewpoint should rest with the 
character who has the most to lose in a scene, and this sometimes works – though 
it‗s not a rule to follow 100% of the time. There are other factors involved as well. 
In choosing your viewpoint you need to consider two basic things – the 
information you want the reader to have and the experience you want the reader 
to have. These are the same things that you should consider each time you are 
thinking about changing point of view, whether at a chapter break, a scene break, 
or somewhere in the middle of a scene.    
 
What information do you want to convey to the reader during this scene? The 
information you want to convey to the reader during a scene doesn‗t just mean 
the clues to who the killer is in a romantic suspense or a murder 
mystery…sometimes the information you want the reader to have is related to 
what you want the reader to know about the character‗s past, or their thoughts 
and feelings about the past.    
 
Conventional wisdom often suggests that the author selects the viewpoint 
character based on which character has the most to lose during the scene. 
While this is a valid consideration, there are times when the experience you want 
the reader to have is not the experience of the character that has the most to lose.    
 
Sometimes the experience you want the reader to have is the experience of the 
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policeman who is watching the heroine whose child has been kidnapped. In this 
instance, it is clearly the heroine who has the most to lose…so conventional 
wisdom would suggest using her viewpoint -- but you can show a lot of 
empathy, perhaps some of the hero‗s back story, through his viewpoint as he is 
interviewing the heroine with the missing child. This might be an instance where 
you would do part of the scene in the heroine‗s point of view and the second part 
of the scene in the hero‗s point of view.    
 
Viewpoint is much too important in the foundation of a book or story to be 
decided based only upon one criterion. Consider which viewpoint has the most 
to lose during the scene…but also consider whether that character has the 
information you want to give the reader and whether that character is going to 
have the experience you want the reader to have. Both information you want the 
reader to have and the experience you want the reader to have are important in 
choosing the viewpoint.    
 
What do you want the reader to feel emotionally during this scene? Remember 
that the reader‗s primary experience will be very similar to what the viewpoint 
character‗s experience is. If you want the reader to feel a great sense of emotional 
loss at the end of the scene you may want to use the viewpoint of the character 
who will feel the greatest emotional loss at that point.    
 
If you are ending a chapter, and you want the reader to feel tense and unsure at 
the end of the chapter consider ending the chapter in the viewpoint of the 
character who feels most tense and unsure.    
 
Readers obtain their experience of the story through the experiences of the 
viewpoint character. The experience you want the reader to have is a big 
consideration in which viewpoint you should use.    
 
It also impacts highly upon when to change the viewpoint. If, for example, you 
are going along in your scene something may happen that makes the character 
that had the most to lose feel like they have won the battle. In which case, they 
are now relaxed and happy. (That's not much of an experience for your reader.) 
So you may at this point want to switch to the other point of view and show the 
character who has lost round 1‗s experience as it is likely to be more interesting 
to the reader.    
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Readers like conflict. They like tension. They like angst. Consider this when 
considering which viewpoint to use and when to change the viewpoint.   
 
Which viewpoint allows you to show the scene most powerfully? Most 
realistically? Remember that the reader‗s experience will be most like the 
viewpoint character‗s experience. Which character‗s experiences are most 
powerful? Which character‗s experiences are most realistic? Is showing the 
reality of the scene your goal or do you prefer to show a version of the scene 
which is more skewed toward one character‗s perception? Is realism or a skewed 
version of the scene more powerful? Which character can deliver the most 
powerful experience of the scene? And again – what viewpoint will give the 
reader the experience you want them to have? Which viewpoint will give the 
reader the information you want them to have?   
 
Which viewpoint allows you to show conflict or build suspense? Readers of 
fiction need something to worry about. They need conflict; they need 
unanswered questions to keep their interest. Which character‗s viewpoint allows 
you to show or intensify the conflict, danger or suspense? Considering this 
aspect of viewpoint can bring in both informational aspects and experiential 
aspects. Make sure that you consider both sides of the equation when choosing 
your viewpoint and/or when choosing whether to change the viewpoint.   
 
Are there any characters whose motivations you need to show during this 
scene? Motivation, particularly internal motivation (that which stems from the 
character‗s emotions or back story) is most easily conveyed when you are using 
that character‗s viewpoint and can show the bits of back story and memory that 
motivate the character. This is an especially strong consideration in scenes in 
which the character‗s motives or motivations are crucial to the reader 
understanding why the character undertakes the action he or she undertakes. It‗s 
an important consideration when a character behaves in a way that will make the 
reader dislike him or her if you don‗t show the motivation for his or her negative 
behavior.    
 
This boils down to what information does the reader need to have – what 
experience do they need to share with the character (through memory or 
flashback) to understand the character‗s actions and to forgive bad acts?   
 
Which character’s emotions move the plot forward? Remember that the reader 
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will experience what your viewpoint character experiences. If there are specific 
emotions which drive the forward momentum of your plot, greed, anger, 
betrayal, desire for revenge, etc. these will be an important consideration in 
determining whose viewpoint to use for scenes within your story. You will need 
to choose viewpoints carefully being sure to use the viewpoint(s) you choose to 
give the reader both the experiences and the information they need to 
understand why your character feels greed, anger, betrayal, or a desire for 
revenge. You will want them to feel these things along with your character, 
otherwise there may be a feeling on the reader‗s part that the character should 
get over the betrayal…forgive and forget…which is a common problem for 
books that have these types of storylines.    
 
Though there are many things to consider in choosing a viewpoint they all fall 
into two camps. They either relate to information you want the reader to have or 
an experience you want the reader to have. Consider both aspects when choosing 
a viewpoint, or when deciding whether to change the viewpoint, whether at a 
scene break, a chapter break, or in the middle of a scene.   
 
Lesson Ten:  Viewpoint Is Like Waiting for the Bus 
   
Viewpoint is the reader‗s transportation through the story.    
 
Whether you use one viewpoint throughout the whole piece, change the 
viewpoint only at chapter and scene breaks, or whether you change viewpoints 
in the middle of a scene, it is important to remember that the viewpoint is the 
reader‗s conveyance through the story.    
 
It is important to anchor the viewpoint to the viewpoint character within the first 
sentence of your novel, story, scene or viewpoint shift. A story, chapter or a 
scene which starts out with a generic description and no clue as to who is 
experiencing the scene is like standing at the bus stop waiting for the #10 bus 
that is going downtown when there are five busses that come by this stop within 
five minutes of each other, and none of the busses are displaying their route 
number. Getting on any bus in this scenario is a crap shoot. You might end up 
downtown, but you are just as likely to end up somewhere else.    
 
Without a signal as to who the viewpoint character is the reader is confused as to 
which bus to get on and may choose the wrong character to follow if the scene 



From The Workshop Deep Point of View: Why It’s Important For You And Your 

Readers  

Presented By Laurie Sanders Founder, Editor, and CEO Black Velvet Seductions 

http://www.blackvelvetseductions.com  

©Laurie Sanders 

 

Page 21 of 54 

has more than one character. Conversely, when the author starts the book, scene, 
or chapter with a firm viewpoint and anchors the viewpoint to the character the 
reader knows which character to follow through this portion of the story.    
 
When we take bus trips around the city the busses do not always go directly 
where we want to go. Sometimes we have to buy a transfer pass and get off of 
one bus and onto another. Changing viewpoint, whether at a chapter break, a 
scene break or in the middle of the scene is like changing busses.    
 
The author can help the reader make a smooth transition between figurative 
busses by signaling the reader that the viewpoint is shifting, identifying the 
character that is going to receive the viewpoint, and then making the shift.    
 
When the transitions between viewpoints are clear the reader can jump on the 
correct bus, relax, and leave the driving to you....and that‗s just what you want 
the reader to do.   
 
Lesson Eleven:  Head-hopping is Like Riding with a Drunk Driver   
 
If we follow the analogy that viewpoint is like riding a bus through a story, and 
viewpoint shifts are like transferring to a different bus, then head-hopping is like 
riding in a bus piloted by a drunk driver.   
 
Head-hopping is not the same as a considered, purposeful, signaled viewpoint 
shift. A signaled viewpoint shift is like signaling to change lanes on the 
interstate, then executing the lane change. It‗s smooth, it is easy, and when 
executed correctly doesn‗t cause confusion. Head-hopping by contrast is more 
like a drunk weaving between lines of traffic, in and out of lanes with no signal 
at all.    
 
Though we often hear about head-hops between characters that is not the only 
kind of head-hop that occurs. In fact, the most common type of head-hop occurs 
when the viewpoint drifts between omniscient (godlike view – or author 
intrusion) and the viewpoint of the third person viewpoint character. Head 
hopping is most likely to occur in scenes where the viewpoint is shallow to begin 
with. Because the viewpoint is shallow to begin with there is often not a strong 
sense of point of view to begin with, and then the point of view wanders, within 
sentences, within lines of dialogue, in the middle of paragraphs. Head-hops often 
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occur frequently, with viewpoint that may change two, three, four, or more times 
in a single paragraph. There is a sense of weaving back and forth between 
characters that never allows the reader to identify with either character.    
 
Though most writers think of head-hopping as viewpoint that hops from 
character to character a good share of the time the head-hopping is really author 
intrusion. Head hopping is not confined just to viewpoint shifts between 
characters. It also occurs when the viewpoint shifts from the character‗s 
perceptions to the author‗s perceptions or from a viewpoint inside the character 
to a camera eye view which sees things that the character would not be able to 
see. (A good example of this would be the hero being able to see the heroine‗s 
blue eyes from across the lawn.) In this instance the author wants the color of the 
heroine‗s eyes in there…so they intrude on his viewpoint and force him into 
compliance…making him describe the color of the heroine‗s eyes even when he 
would not be able to distinguish their color from across the yard.) Another 
example would be when the author intrudes with internal monologue that is out 
of sync with the viewpoint character.    
 
Head-hopping occurs any time there is an unsignaled viewpoint shift from  
inside the character to outside the character, whether the shift outside the 
character is into another character or into the author‗s viewpoint.    
 
In short, head-hopping occurs any time that the viewpoint character experiences 
something that he or she wouldn‗t logically be able to experience. Often times 
this presents itself as the story going along in the heroine‗s point of view, and 
suddenly she is describing her striking green eyes (when she is not in front of the 
mirror and has no reason to be thinking about her eyes.)    
 
The reason that readers, editors, and publishers frown on the practice of head-
hopping is that we don't like the experience it gives us. It makes us feel as 
uncertain, nervous, and as queasy as riding with a drunk driver in heavy traffic.    
 
As an author you want your reader to have confidence in you. You want to lull 
your reader. You want to focus their attention and move them purposely 
through your story smoothly and skillfully so that they can become fully vested 
in your character and your character‗s dilemma. This simply doesn‗t happen 
when the viewpoint shifts back and forth on a whim.    
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Head-hopping and signaled viewpoint shifts mid-scene are often thought of as 
the same thing, but they are actually quite different. Head-hopping is like riding 
with a drunk driver while a signaled viewpoint shift mid-scene is like a planned 
transfer between two well-labeled busses or a planned and signaled lane shift on 
a busy highway.    
 
Viewpoint should be seen as the reader‗s transportation through the story. With 
head-hopping the viewpoint shifts and drifts and wanders all over the place and 
the reader can never relax and enjoy the story because they are never sure of 
their conveyance through the story.   By comparison, changes of viewpoint 
which are acceptable are carried out with a signal to the reader or a transition 
that lets the reader know that the viewpoint is changing.    
 
Viewpoint purists who think it is only permissible to change viewpoint at scene 
and chapter breaks think this is the best way because it doesn‗t jar the reader. I 
believe that well signaled, well transitioned viewpoint changes are less jarring to 
the reader than the chapter break itself, and definitely less jarring than the * * * * 
on a line by itself method of shifting viewpoint that some authors practice.    
 
In order to shift viewpoint smoothly you need to switch at a paragraph break. It 
is not okay to shift in the middle of a paragraph, or in the middle of a sentence. 
Break the paragraph where you want to switch viewpoint. Finish the first 
paragraph in the viewpoint you‗re in…then open the next paragraph with 
something that only the new viewpoint character could experience.    
 
I think of it like the character with the viewpoint handing the baton off smoothly 
to the next viewpoint character. In the example below the viewpoint in the first 
paragraph is Kara‗s. But the viewpoint switches to Slade in the second 
paragraph.   
 
The Original:   
 
She took a bite and chewed methodically, not even tasting the turkey on rye. 
Swallowing helped push the hard ball of tears down and made her feel a little 
more in control of her ragged emotions.  Guilt kicked at Slade‗s chest as he 
watched the tangle of emotions that chased across her pale face. She seemed lost 
in some deep, sad place and he ached to take back every word that had caused 
her pain.   
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The Mark Up:   
 
She took a bite and chewed methodically, not even tasting the turkey on rye. 
Swallowing helped push the hard ball of tears down and made her feel a little 
more in control of her ragged emotions. [notice…this is all Kara‗s 
Viewpoint…she‗s tasting…she‗s swallowing…she‗s feeling the hard ball of 
tears…but she is going to hand off the viewpoint to Slade in the next paragraph]   
 
Guilt kicked at Slade‗s chest as he watched [This sentence transfers the 
viewpoint. Kara transfers the viewpoint smoothly to Slade when it opens with 
something only Slade could feel. Only he could feel guilt kick at his chest. That 
line signals the reader that Slade is the new viewpoint character. He is the only 
one who could feel guilt kick at his chest.] the tangle of emotions that chased 
across her pale face. She seemed lost in some deep, sad place and he ached to 
take back every word that had caused her pain.   
 
At Black Velvet Seductions we don‗t have specific rules about how long you 
have to maintain point of view without changing but I tend to want the 
viewpoint to remain with one character for several pages unless there is a very 
good reason for it to switch sooner.    
 
One reason for maintaining the viewpoint with one character for a period of time 
is that you don‗t want to jostle the reader about. No matter how smoothly you 
transition between viewpoints, if you do it too often you jostle the reader. You 
also want to allow the reader to remain in a viewpoint long enough to identify 
with that viewpoint character.   
 
Another reason to maintain the viewpoint is to take advantage of the viewpoint. 
If you are creating a character‗s experience for the reader you want to keep the 
reader anchored in that particular character‗s viewpoint long enough to make 
good use of the viewpoint before switching. In other words, you want to keep 
the reader anchored in the viewpoint throughout the character‗s experience. You 
do not usually want to switch viewpoint just for a sentence or two as this doesn‗t 
give the reader a chance to become immersed in the new viewpoint and to 
experience the experiences that the new viewpoint character is having.  
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Lesson Twelve:  Signal, Anchor, Pass the Baton  
  
We've already talked about head hopping being unsignaled point of view 
changes that occur in an unplanned fashion taking the reader on a ride that 
bumps and jars and keeps them from really sinking into your story.   
 
So, how do you change point of view in a way that doesn't bump, jar, or jostle 
your reader out of the story?   
 
There are three parts to a smooth point of view transition.   
The first part is to signal the reader that you are going to change point of view. 
The second part is to anchor the viewpoint in the receiving character. The third 
part is to actually pass the baton. The parts do not always occur in the same 
order, and sometimes parts overlap each other, but the smoothest transitions 
include all three parts.    
 
To signal the reader that you are going to change viewpoint have the character 
that has the viewpoint look toward the character that is going to receive the 
viewpoint or have the character that has the viewpoint notice the receiving 
character do a physical action. The next part is to anchor the viewpoint in the 
receiving character. You do this by naming the character that is receiving the 
viewpoint and then having that character feel something only he or she could 
feel. Once you have done this the baton is successfully passed and you are in the 
new point of view.    
 
Let's look at some samples from some BVS books and take apart the viewpoint 
switches.    
 
From Chapter 2 of Contract Bride by Ayn Amorelli   
 
―I know. Just take your time. There‗s no need to rush.” Truth be known, her 
slow, unskilled movements were more erotic than anything he‗d ever 
experienced. He felt seventeen again, wanting her so badly it hurt. But he didn‗t 
dare voice his thoughts. She was nervous enough as it was. If she‗d had any idea 
of how hard his penis was, she would‗ve run out of there. Fortunately, she was 
too shy to even look where she would‗ve seen evidence of his desire against the 
rough denim fabric of his jeans. [Viewpoint character looks toward or notices 
something about the character that is going to receive the viewpoint]   
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Although Kayla [The anchor...you've named the character]was grateful [the 
feeling that the character receiving viewpoint feels...completing the baton pass 
smoothly] he was being so kind, his green eyes had enlarged slightly, clearly 
showing his sexual interest. And he hadn‗t once looked at anything but her since 
she‗d started unbuttoning her coat. That made her even more awkward, her 
fingers fumbling badly with the buttons.   
 
From Chapter 2 of Contract Bride   
 
Hiding his satisfaction at her receptiveness as he hung up her coat in the large 
cedar lined closet, he watched over his shoulder as her nipples beaded 
tightly.[The character who has the viewpoint looks toward or notices something 
about the receiving character] She was ready for him now. Just as ready as he 
was for her. Soon, very soon, he‗d make her an offer. Mentally, he relaxed a little. 
He‗d made his choice. Next on the agenda was getting her to accept it.   
 
Turning to face him, [anchor with a physical action]Kayla [The Anchor, you've 
named the character]was more aware [the feeling or perception that only could 
come from the new viewpoint character...completing the handoff of the baton 
and the change of viewpoint.] of her body than she‗d ever been in her life. He 
was close enough to her she could feel his body heat which intensified his 
fragrant after shave.   
 
From His Perfect Submissive --    
 
―It sounds like you‗d be getting the bad end of the stick on this whole 
arrangement,‖ she said. He watched as she shifted in her seat and raised her 
gaze, pinning him, her expression watchful as she continued. [He turns toward 
her or notices something about her. Sometimes in dialogue the change of 
viewpoint signals are elongated.] ―You‗re suggesting all this because my brother 
stole money from you, but you‗re not going to recover any of the money and in 
fact you‗re going to spend even more money taking care of me and my mother. 
From a financial standpoint it doesn‗t make any sense Mr. Westin.‖   
 
―Slade,‖ he corrected. ―It makes perfect sense Kara. I have simple needs. I‗ve 
already told you, I want an old fashioned marriage and an obedient and 
submissive wife. I want an enthusiastic partner in my bed and someone to 
explore sexually with me. Truthfully, I‗m tired of being alone, and I‗m willing to 
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turn loose of some money to get the kind of wife and marriage I want. There isn‗t 
anything shady or behind the scenes going on. I‗ve told you what I want and 
relinquishing some money to get it makes perfect sense.‖  Kara [The character 
anchor--you've named her as the party receiving the point of view] stared at him, 
unseeing, her blood cold, [an emotion or physical sensation or thought only the 
receiving character could feel...which completes the baton pass and the switch of 
point of view] her sandwich forgotten in front of her. She opened her mouth to 
speak several times but closed it again without having uttered a single sound.   
 
From His Perfect Submissive   
 
She took a bite and chewed methodically, not even tasting the turkey on rye. 
Swallowing helped push the hard ball of tears down and made her feel a little 
more in control of her ragged emotions. [This one breaks the rule a little...as she 
doesn't look at Slade or notice anything about him. That she doesn't makes the 
viewpoint shift just slightly less smooth than if that part had been there.]   
 
Guilt kicked at Slade‗s [The character anchor...you've named him as the receiving  
character] chest [The physical or emotional sensation that only the new 
viewpoint character could feel--which completes the baton pass and the 
viewpoint switch] as he watched the tangle of emotions that chased across her 
pale face. She seemed lost in some deep, sad place and he ached to take back 
every word that had caused her pain.   
 
From Temporally Yours   
 
A clatter of cutlery and the slowing chatter of the other diners sank into Patrick's 
consciousness, reminding him of how public they still were. In truth he was so 
focused [This kind of plays the role of looking at her...it draws the reader's 
attention to her.] on Susan he didn't really give a shit how public they were, his 
need to have her clouded everything else.   
 
Susan [The character anchor as you name her the receiver of the 
viewpoint]smiled and said, "I have been counting down the seconds." She 
beamed and reciprocated his action,[This one doesn't use the emotion that only 
the viewpoint character could experience...but it does clearly anchor the 
viewpoint with an action that Susan is taking, so it works to complete the baton 
pass and complete the viewpoint switch] her fingers feeling his buttocks beneath 
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the soft material of his suit pants. She stroked the rounded contour of his bottom. 
She loved the feel of his tight muscular ass. She felt herself moisten, in 
anticipation of the fun and games that were yet to come.  
  
  
Lesson Thirteen:  Two Types of Point Of View Shift and When to Use Each   
 
There are two types of legal viewpoint switches that you can make. Many 
authors use one or the other exclusively, some authors use them interchangeably.    
 
Here's what I suggest as far as when to use each kind of viewpoint shift.    
 
You are all probably most familiar with the double space or * * * * on a line by 
itself separating the viewpoint shift. This way of shifting point of view works 
well. It does signal the point of view shift and so is not confusing to the reader, 
however this method itself is jarring. It focuses the reader on the mechanics of 
the point of view. In case you haven't guessed it is not my favorite method of 
changing viewpoint. However, it is the method to use if you are changing 
viewpoint AND time or viewpoint AND place within a chapter.  
 
 I do not advocate using this method of changing point of view in scenes where 
the point of view changes but the time and place does not change. The reason for 
this is that this method creates more of a distraction at the point of view change 
than is necessary. If you are changing place and or time, that is a bigger shift and 
the double space or * * * serves to alert the reader to the fact that viewpoint, time, 
and/or place have changed, which helps them to settle into the new viewpoint 
and the new scene.    
 
For viewpoint changes where the time and or place do not change (in other 
words, for viewpoint switches within the scene) use the signaled viewpoint shift 
(see the signal, anchor, and pass the baton lesson.)   
  
 Lesson Fourteen:  Summary and Detail AKA Telling Vs. Showing -- 
Foundation of Deep Point of View  
  
Okay…we‗re moving on to the real nuts and bolts of deep point of view.    
 
One of the things that is true of material written in deep point of view is that it is 
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detailed. For that reason I am including a post on summary and detail...which 
you will undoubtedly recognize as a different way of looking at the old advice to 
show rather than tell. I really believe that this bit is the foundation of deep point 
of view.    
 
To write in deep point of view you must capture the character‗s full experience, 
actions, thoughts, feelings, sounds, smells, tastes, sensations, etc. in full detail 
and transmit them to the reader.    
 
Though as writers we‗ve had the words ―show don‗t tell‖ engraved on our 
collective and individual consciousnesses, knowing the words themselves and 
being able to put the advice into practical application are two different things.    
 
To begin with the terms ―showing‖ and ―telling‖ are themselves confusing. For 
the purposes of this article we will look at the concepts of showing and telling 
differently than we normally do.    
 
The crucial difference between showing and telling is that telling summarizes 
information into processed bites in which the author has already communicated 
a conclusion. For example, ―He was a worried looking man of about 50‖ 
summarizes EVERYTHING. As readers we know he looks worried. We know he 
is about 50. We don‗t know what facial expressions or what actions make him 
look worried. We don't know what aspects of him make him look 50. We‗ve been 
fed a processed bite. We‗ve been told.    
 
By contrast, showing provides the details and allows the reader to draw 
conclusions. In the example, ―He looked over his shoulder, his brows drawing 
low as he darted into the dark alley. He pressed against the brick building 
running a gloved hand through thick waves of silver. From the body language 
alone Jake knew the old man was hoping he‗d made the slip.‖ In the second 
example the author has conveyed worry and has conveyed an older man but 
they have left it up to the reader to process the information.    
 
Which description is more interesting to you? Which would you be more likely 
to read?    
 
By remembering that telling summarizes details into processed bites and 
showing provides the raw unprocessed details authors have a clearer vision of 
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what to look for when looking for the pesky sections of telling that often result in 
hasty rejections.    
 
There are some places where it is acceptable to tell things. however that is 
something that needs to be weighed and measured and fitted to the particular 
story in question.    
 
Some good rules of thumb for when telling might be appropriate are:    
 
When summarizing a span of time or distance in which nothing important to the 
story occurs. As in, ―it was three days before…‖ In this context the telling serves 
as a transition.    
 
When a story element has already been covered in detail in an earlier portion of 
the story. For example, ―Ron remembered the accident in vivid detail.‖ If the 
author has already described the events of the accident in detail and without 
summarization in an earlier part of the story the reader will remember the 
important details with only minimal reminder.    
 
When an element is not central to the story but provides motivation for a minor 
character. For example, ―Ron knew what he was asking would be difficult for  
Kelly given her abusive childhood.‖    
 
Some places where it is not a good idea to tell are:    
 
When hero and heroine meet for the first time. In the romance genre first 
meetings are very important and they need to be shown with a high degree of 
detail.    
 
Important story elements which are being covered for the first time.    
 
Incidents which show the conflict between hero and heroine.    
 
Memories and backstories which provide motivation for primary characters. 
These work well, done in a flashback written with rich detail.    
 
Important events within the story. Rather than summarizing a whole event try 
honing in on the specific part of the event that is important to the story and 
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describing that part in deep detail.    
 
Get into the habit of looking for areas of summarization within your work and 
give careful consideration to the areas you find. Making wise choices about 
where to summarize and where to provide rich detail will help you deepen your 
point of view and will help keep your readers entranced in your story.   
 
  
Lesson Fifteen:  The Four Parts of a Character's Experience  
  
Deep point of view, at its core is about showing the experience, or the reality of a 
character.    
 
There are four basic parts that make up a character‗s reality.    
 
They are:   
 
The character‗s physical reality which includes where the character is in 
geographical space, and all the things that the character experiences through his 
or her senses. This includes the things that the character feels physically inside 
his or her body.   
 
The character‗s emotional reality which includes those things that the characters 
feel emotionally. Emotions however are tricky things in that emotions have a 
physical component as well as an emotional one. Feeling sad feels physically 
different than feeling angry or feeling joyous, so to convey the character‗s 
emotional reality requires not just labeling their feelings but describing what the 
feelings feel like physically as well as emotionally.    
 
The character‗s mental reality includes those things the character thinks. 
Characters often have emotional and physical reactions to the things that they 
think as well.   
 
The character‗s spiritual reality is another aspect of their reality which comes 
into play in some books more than in others. Spiritual reality is typically 
conveyed through combinations of the other realities described with words 
which are related to the spiritual realm…like soul, deep, sense, belief, etc.    
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The key to deep point of view is combining all of the parts of the character‗s 
reality within the scene that is being created so that the reader knows what that 
character‗s physical reality is, what their emotional reality is, what their mental 
reality is and what their spiritual reality is throughout the story.    
 
The trick is to be like a bird building a nest. Birds do not work with big clumps of 
building material. They ferret out the choicest bits. A perfect piece of hay here, a 
perfect twig there, a piece of grass there, a piece of twine or yarn there.   
 
Notice I used the word perfect in describing the building materials the bird uses 
to build her nest? This is because the bird doesn‗t throw in everything but the 
kitchen sink when building her nest. She chooses the most select bits and pieces 
and incorporates them into her design in very small quantity, and this is exactly 
what the author should do as well.    
 
Many people make the mistake of thinking that deep point of view means 
paragraphs of introspection and description of thoughts and feelings. In reality 
however deep point of view can be accomplished much more strongly and 
without slowing the pace of the story by using just the choicest tidbits to anchor 
the reader in the various parts of the character‗s reality.     
  
Consider:    
 
Example 1:   
 
He lifted his gaze from the stack of messages he‗d been sorting. The annoyance 
that had chewed at his midsection dissolved as he allowed his gaze to glide over 
her.    
 
She was innocent. He wasn‗t sure how he knew. But he did. The knowledge was 
there like something heavy that sat on his chest.    
 
The knowledge that she was innocent echoed in his brain, reverberating through 
him and swelling within his soul. The feeling was like warm molten chocolate 
expanding within him, filling him with a warmth that spread from the inside 
outward.    
 
The word innocent encompassed her, describing her perfectly, and yet it left 
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plenty of room for expansion into the many layers he sensed buried within 
her…the sadness that tinged her eyes, the helplessness that made her seem small 
and cowed tore at him, and yet, damn it, he didn‗t want to play.   
   
Example 2:   
 
He lifted his gaze from the stack of messages he‗d been sorting. His annoyance at 
her intrusion dissolved as he allowed his gaze to glide over her.  Innocent. The 
single word echoed in his brain, reverberating like a sharp kick to some buried 
part of his soul. The descriptive encompassed her and described her perfectly, 
yet left plenty of room for expansion into the many layers he sensed buried 
beneath her surface.   
 
The assessment: 
 
Notice that BOTH samples are told in deep point of view.   Notice that BOTH 
samples incorporate multiple aspects of the character‗s reality. He lifted his gaze 
from the stack of messages he‗d been sorting…it‗s a physical action…part of his 
physical reality. His annoyance…part of his emotional reality. Innocent…a 
thought…part of his mental reality. The single word reverberating like a sharp 
kick to some buried part of his soul…a very light touch of his spiritual reality.    
 
Notice that the same things happen in BOTH samples. The first example has a lot 
more verbiage to expound on the pieces of reality that the author has 
incorporated. Sometimes this is good. Other times the excess verbiage doesn‗t 
add enough, or what it adds isn‗t important enough to warrant its inclusion.    
 
The words are pretty in the first example…but the scene is stronger in the second 
example. The main difference between the first and second sample is that in the 
first sample the author has used a heavier hand, bringing in an amount of 
description that in places does slow the pace of the story, making it seem longer 
until the next thing happens.    
 
The two samples are essentially an early draft and the final draft of a couple of 
paragraphs from my book His Perfect Submissive. When I write in deep point of 
view I tend to throw in everything but the kitchen sink…and then I go 
painstakingly over what I‗ve written (a bunch of times) and I keep just the most 
important portions.    
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The idea is to show the character‗s reality as clearly as you can, but also to do it 
with as few words as you can so that you don‗t slow the pace of the story. If too 
much time is spent in describing the feelings the character has the reader forgets 
why the feelings are important and they lose track of what is happening in the 
scene.  
 
For this reason, it is important to break up the thoughts, feelings, and physical 
descriptions with action. So that the character is interacting in his scene while 
snippets of his realities are brought in. This is accomplished more strongly in the 
second example.   
  
Lesson Sixteen:  Four Parts of Character Experience Where the Fun Begins   
 
The four parts of a character's experience is really the central part of deep point 
of view. If I had to teach this class with only one lesson the lesson on the four 
parts of character experience is the lesson that I would give.    
 
That said...the four parts of the character's experience is just the beginning of 
writing in deep point of view...and is just the beginning of the fun that you can 
have with deep point of view.    
 
Creating the four parts of a character's experience (ANY experience) is like the 
center in a wheel...it's the part that everything else revolves around. It's also the 
starting place for a lot of other things...like dialogue...making flawed characters 
work...making your characters react to each other...incorporating emotion... 
incorporating sexual tension...and a bunch of other things.    
 
Most anything else you want to do in your story will be aided by looking at it 
through this prism of capturing the experience of the viewpoint character. I think 
of it like writing in High Definition, Dolby Digital Surround Sound.    
 
When you write in shallow point of view the experience for the reader is like 
watching the picture on an old black and white TV using only the rabbit ears and 
no speakers, no surround sound. Writing in deep point of view is like writing in 
Technicolor, in high definition, with snazzy speaker system and surround sound.    
 
Once you understand that...the next thing to talk about is probably the building 
blocks that we use to create story...these are action and reaction sequences that 
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go on in our stories at both the macro (big) and micro (small) levels.    
 
In general the macro level is like the outline level. It's where you would say that 
the hero did this and the heroine responded by doing what she did. That's action 
and reaction at the macro level. Within that single interchange wherein the hero 
does something and the heroine responds are many much smaller action and 
reaction sequences which lead the characters to the BIG sequence that is on your 
outline (if you outline--if you are a plotter.) If you are not an outliner, if you don't 
plot, the same pieces are still present, you just haven't written them down ahead 
of time.    
 
We'll cover these building blocks and a technique I call blowing up the scene in 
upcoming lessons.    
 
For now the important thing to grasp is that all character experiences have at 
least three of the four aspects of character experience.    
 
These various parts of character experience can be seen as building blocks which 
are either actions or reactions. They exist in the story both as part of the broad 
story (outline level) and on a level beneath that level where they are dissected 
into smaller bits.    
 
Does this make sense to everyone at least philosophically speaking?   
 
Lesson Seventeen:  Nest Building, Emotion, & Deep Point of View   
 
When you write in deep point of view you want to be very much like a bird 
building a nest. Have you ever watched a bird building a nest? The bird takes 
hours picking the smallest items to use as building materials. They use VERY 
SMALL pieces of sticks, straw, lint, bits of yarn, grass, twigs, leaves, etc. They do 
not haul sticks to their building site by the basketful they do not haul in straw by 
the bale, or yarn by the skein. Instead they chose VERY carefully and they carry 
the items they select to their building site one tiny piece at a time and they weave 
it into the developing structure very carefully.   
 
Unfortunately, when most people start writing, and especially when they start 
trying to integrate deep point of view it is not at all like a bird building a nest. 
They hear that they are supposed to incorporate physical aspects, emotional 
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aspects, and mental aspects. Instead of being like the bird and choosing very 
small, details from each part of the character‗s experience very carefully they 
carry in the physical details by the truck load. They bring in the mental aspects 
by cement mixer load. And they bring in the emotional aspects by wheel barrow. 
The result is that they have a paragraph or two or three of physical action. Then a 
paragraph of what the character thought while he was doing the action. Then 
another (usually short) paragraph of what the character felt during the action. 
Then they go back and write another three or four paragraphs of action…another 
paragraph of thinking…another paragraph of emotion. 
   
This IS NOT IT! 
   
When you write in deep point of view you want to be very much like the bird 
building its nest. You want to bring in very small details, one at a time. You 
want to weave them into your story's fabric one small bit at a time. You should 
not need to stop the forward momentum of your story (or the action part of your 
story) to weave in half a sentence or a sentence and a half of what the character 
feels. What the character feels should be as much a part of an argument scene or 
a highly charged dialogue exchange as the action is.   
 
Point of view is about capturing a character's experience as it happens. If you 
and I are involved in an argument and we are going to convey that argument 
from my point of view part of my experience of the argument is what you say. I 
hear what you say. Then immediately I react to it…right then…not a paragraph 
later after more actions.  
 
My reaction to it may be mental in that I may think about why what you said is 
all wrong. It may be emotional in that what you said hurt my feelings or made 
me mad or opened up an old wound. My reaction might even be physical in that 
if I were really out of control (not something I would do or would recommend) I 
might push you or slap you or even kick you in the shins.   
  
Much of the work of deep point of view (and the emotional component of it) is 
blowing apart the scene. Authors tend to write the physical part of the scene, so 
usually that's what we're working most with to begin with.   
  
If we take a scene and we blow apart this scene we create lots of white space 
between the sentences which convey the scene as it is at this point. As we read 
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slowly through each sentence and come to the white space after it we ask 
ourselves, what happened here? What did my viewpoint character see, hear, 
smell, taste, touch, think, feel or sense? If the character didn‗t see anything, hear 
anything, smell anything, touch anything, feel anything, sense anything or 
witness any response on the part of the non-viewpoint character we can close the 
white space gap and move onto the next sentence asking ourselves the same 
questions. If the character did think something or feel something or witness 
something on the face of the non-viewpoint character that we think is important 
to the story we would add it in the white space, then close the gap and move on.   
 
Most of the time when there is a white space and something is missing what is 
missing is a reaction. This happens when one character says or does something 
and the character moves on without having an emotional or mental reaction.  
 
Usually we are not looking for a paragraph of reaction. Usually, especially in fast 
moving scenes, a sentence of reaction is enough to carry the reader to the next 
action. Sometimes the reaction is even shorter than that. Sometimes it is just a 
snippet enclosed in a sentence that is primarily action.   
  
Actions and reactions are the building blocks of stories. They exist in micro 
format throughout the story from beginning to end. One of the things that are 
often missing in the manuscripts I edit is the reaction. Character A does 
something. Character B does something. Character A does something. Character 
B does something. In this scenario the reaction is always (or usually) missing.  
 
Instead, it should usually be Character A does something. Character B has a 
reaction to what Character A did and does something in response. Character A 
has a reaction to what Character B did and has a reaction and does something in 
response. A character doesn‗t need to react to every single facet on the micro 
level, but there need to be enough reaction phases in the scene at a micro level 
that the reader feels that the character is acting and reacting in a way that seems 
legitimate…in a way that is LIKE the reader experiences things in his or her own 
life experience.    
 
Do you see how the reaction phase (which is usually emotional or mental) fits 
between the action phases? It doesn't occur after every minute action, but it is a 
pattern which does need to occur because it is how we experience events in real 
life and so it is how readers expect to experience them in the fictional world as 



From The Workshop Deep Point of View: Why It’s Important For You And Your 

Readers  

Presented By Laurie Sanders Founder, Editor, and CEO Black Velvet Seductions 

http://www.blackvelvetseductions.com  

©Laurie Sanders 

 

Page 38 of 54 

well.   
  
Many authors skip the reaction phase, particularly in fast moving, high intensity 
scenes, because they mistakenly believe that the reaction phase needs to be long, 
that it will slow down the pace.  
 
Reactions do not need to be long. They do not need to slow down the pace. A 
reaction can be as short as a few words that occur as part of the action that the 
character takes in response to whatever has just happened in the scene.   
  
Emotion particularly is not necessarily something you need to do in a paragraph 
of reaction. Instead it is something that you can build in snippets between bigger 
action blocks so that you are in essence building not just the action to a higher 
and higher pitch but are building the emotion to a higher and higher pitch at the 
same time.   
  
Think about the way that birds build nests…and incorporate the details of your 
character‗s emotional, mental, and physical reactions the same way. You do not 
need to write a whole paragraph in which the heroine‗s stomach plummets, 
disbelief rises, she wants to run but her feet won‗t move as the hero comes 
forward to claim her and she realizes that he is her arch enemy. These reactions 
can be spread out across the scene so that her emotional reaction grows as the 
scene develops.   
  
Think about integrating more emotion as reactions between the longer action 
blocks that occur between your characters. Recognize that you can build emotion 
in snippets. All of the emotion in the scene does not need to, and should not, 
come in one big hunk. It is actually more realistic and works better when it is 
done in small segments which give greater and greater importance to the action 
parts of the scene as that part develops.  
 
Lesson Eighteen:  Blowing Apart the Scene -- Part 2 -- Example  
  
Ask and you shall receive! :-)   
I mentioned the blowing apart the scene technique in the previous lesson (#17) 
Today's lesson provides a deeper look at the technique.   
Remember that what I described in lesson #17, in regard to blowing apart the 
scene was a mental process. It's one that I use both when I am writing and when 
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I am editing. It's the technique that is responsible for all the times that I mark on 
a manuscript or a contest entry that the character needs a mental reaction, or an 
emotional one, or when I ask for body language, facial expression within a 
passage.   
  
What this technique does for me, and what I hope it will do for you is to help 
you magnify your scene so that you are looking at it as if through a microscope, 
so that you are seeing all of the small building blocks of story through in an 
expanded view.  
 
Think of it like looking through a microscope. With a powerful enough 
microscope you can look at a thin piece of leaf and see the cell walls of all of the 
cells that make up the leaf. The same is true if you look at your story through a 
strong enough lens. This technique is the lens that I use. :-)    
 
The concept again, is a mental one. MENTALLY what I do is create gaps or white 
spaces between the sentences (sometimes phrases if a lot is going on in a 
sentence or paragraph). I then ask myself at each gap…did the character 
experience anything physically here? Did they do anything? Sense anything? 
Feel the physical component of any emotion? Did they think anything? 
Remember anything? Did they feel anything? Did the intensity of the emotion 
change? Did the nature of the emotion change?  
 
This is a very powerful technique so let‗s look at an example so that you too can 
use this technique.    
 
Example The Scene As It Started:  
Laceyõs coming home.   
The thought that he didn‗t know how to face her or what to say to her when so 
much unfinished business hung between them ricocheted through Trent‗s mind 
as he lifted the bottle of Jack Daniels to his mouth.   
 
He hadn‗t drunk like this, straight from the bottle, since the night he‗d returned 
to the ranch to find Lacey‗s good-bye letter. The memory filled his mind.  The 
knowledge that he‗d killed Lacey‗s love for him, broken her trust and taught her 
to hate the lifestyle that he‗d wanted her to love was inescapable.    
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The Blown Apart Scene: (Notice here that after each sentence I insert mental 
white space. This is not something that I do physically with my actual 
manuscript. It is something that I do mentally. I am doing it physically here to 
illustrate what I imagine mentally and what I ask myself mentally at each 
juncture and how I change the draft after each question is answered.)   
Laceyõs coming home. [Mental white Space Inserted hereñI ask myselfédid he think 
anything else here? Was there any solid emotion he felt here that should be here rather 
than in the next paragraph? Did he DO anything AS he had this thought]. [Insert 
Mental White Space here. I stop. I ask…did he feel anything before the next 
sentence? Think anything else before the next sentence? Did he do anything else 
before the next sentence] The thought that he didn‗t know how to face her or 
what to say to her when so much unfinished business hung between them 
ricocheted through Trent‗s mind as he lifted the bottle of Jack Daniels to his 
mouth. [Again…mental white space is inserted here. I stop. I ask myself did he 
think anything? Feel anything? Do anything physical here?]  
 
He hadn‗t drunk like this, straight from the bottle, since the night he‗d returned 
to the ranch to find Lacey‗s good-bye letter. [Again…I insert mental white space. 
I stop here. I ask myself, did he think anything, feel anything, do any physical 
actions? Is there anything that I missed in his experience between this sentence 
and the next sentence.] The memory filled his mind.  The knowledge that he‗d 
killed Lacey‗s love for him, broken her trust and taught her to hate the lifestyle 
that he‗d wanted her to love was inescapable. [I insert mental white space again. 
I stop, ask myself was there anything else he felt, anything else he did here? Did 
he think anything between this paragraph and the next paragraph.]   
 
The Results of My questions in the mental white space:  
(Notice here that after each white space I mentally answer my own questions. I 
decide what I want to show in the mental gaps I created above and then I 
execute the change in my draft. (The answers to my questions are in purple—the 
changes they inflict are in red in the next example.) Since I am not really adding 
white space between my sentences in my manuscript I don’t have to close the 
white space…but mentally I am moving through the manuscript one sentence at 
a time checking after each sentence to see if there is anything more I need to 
show before I move on to the next sentence or the next paragraph. If there is 
something I want to show I add it to the draft and move on. Some of it is pretty 
rough when it first comes in, but at this point I just want to add it there. It 
serves as a place holder. I will pretty it up when I come back through.)  
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Laceyõs coming home. [Mental white Space Inserted hereñI ask myselfédid he think 
anything else here? Was there any solid, emotion he felt here that should be here rather 
than in the next paragraph? Did he DO anything AS he had this thought.] The answer 
here is noéhe didnõt think anything else right here. The fact that Lacey is coming home 
is a big thing. I want it to hit him hard. I donõt want anything to take away from the 
thought that she is coming home. So I eliminate the mental gap here and go on to the next 
paragraph leaving this as it was.] [Insert Mental White Space here. I stop. I ask…did 
he feel anything before the next sentence? Think anything else before the next 
sentence? Did he do anything else before the next sentence] [The answer here is 
yes. He feels something. The knowledge makes him feel like someone has kicked 
a hole through his chest. So I insert that feeling into the text here – see the next 
example]The thought that he didn‗t know how to face her or what to say to her 
when so much unfinished business hung between them ricocheted through 
Trent‗s mind as he lifted the bottle of Jack Daniels to his mouth. [Again…mental 
white space is inserted here. I stop. I ask myself did he think anything? Feel 
anything? Do anything physical here?] The answer here is yes…there is more 
that happens before the next paragraph. I want to create the experience of the 
alcohol burning its way down his throat here. See the example below]  
 
He hadn‗t drunk like this, straight from the bottle, since the night he‗d returned 
to the ranch to find Lacey‗s good-bye letter. [Again…I insert mental white space. 
I stop here. I ask myself, did he think anything, feel anything, do any physical 
actions? Is there anything that I missed in his experience between this sentence 
and the next sentence.] [The answer here is yes. I want to insert a physical action 
here to anchor him in the physical world because he‗s doing a lot of thinking and 
feeling and I want to keep him physically anchored in the scene.] The memory 
filled his mind. [Insert mental white space again. I stop and ask myself is there 
anything I‗ve missed? Is he thinking anything here? Feeling anything here? 
Remembering anything that I have failed to include?][The answer is yes…there is 
some stuff I‗ve missed. Trent knows he was a jerk when he and Lacey were 
together but he‗s worked hard to change his ways since then. He no longer sees 
himself as selfish and bossy. But he doesn‗t see that as any saving grace 
either…so I insert these things into the document. See the example below.] The 
knowledge that he‗d killed Lacey‗s love for him, broken her trust and taught her 
to hate the lifestyle that he‗d wanted her to love was inescapable. [I insert mental 
white space again. I stop, ask myself was there anything else he felt, anything 
else he did here? Did he think anything between this paragraph and the next 
paragraph.] [Here I want to lead the reader into his memories and the feelings he 
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has about them…so I insert that into the draft and close up the white space. See 
the example below.]  
  
Final Reworked Example:  
(Notice here that in each place where I asked a question above and decided I 
wanted to add something I have created the addition down here. It’s shown in 
red. Compare the original version to this reason to see what a big difference 
doing this little exercise makes.)  
Laceyõs coming home.   
The knowledge that Lacey was coming home left Trent feeling as if someone 
had kicked a hole in his chest. The thought that he didn‗t know how to face her 
or what to say to her when so much unfinished business hung between them 
ricocheted through Trent‗s mind as he lifted the bottle of Jack Daniels to his 
mouth. The fiery burn worked its way down his throat to his gut and he 
welcomed the heat of the alcohol expanding within him. It made him feel 
corporeal, solid, grounded, as if his life wasn’t really flying out of control.  He 
hadn‗t drunk like this, straight from the bottle, since the night he‗d returned to 
the ranch to find Lacey‗s good-bye letter. He squeezed his eyes closed as the 
memory filled his mind. The fact that he’d changed since then, that he was no 
longer the selfish, bossy, egotistical, ass he’d been back then did nothing to lift 
the bleak, heavy weight of regret that trapped his breaths and made his chest 
ache.  The knowledge that he‗d killed Lacey‗s love for him, broken her trust and 
taught her to hate the lifestyle that he‗d wanted her to love was inescapable. The 
memories rose in his mind and deepened the grief inside him.    
 
Does the blowing the scene apart mental exercise make sense to everyone now? 
Does anyone have any questions about how to do this?   
 
I know that it seems like a lot of work…but by the time you go through a chapter 
or two doing this you will begin to internalize it. You will begin to intuitively feel 
where you need a reaction, where you need a thought or a feeling or a physical 
action. It will eventually become almost automatic to look for missing thoughts, 
feelings, actions, and details of the character's experience and to insert them in 
the places where they are needed.   
 
It‗s a very worthwhile tool to have in your author's toolbox.   
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Lesson Nineteen:  Point Of View in Dialogue   
 
Dialogue is one of the places where deep point of view seems to go by the 
wayside… Here‗s how to incorporate deep point of view in dialogue.   
 
First of all, remember that deep point of view is about showing the character‗s 
experience. Remember that character experience has four aspects, even in 
dialogue. Remember too, that even in dialogue, someone is experiencing the 
dialogue; this someone is your viewpoint character.    
 
The same rules that apply to writing deep point of view in narrative also apply to 
writing it in dialogue.    
 
Remember…   
 

 Integrate all the parts of the character‗s reality. This includes 
predominantly their mental, physical, and emotional realities but can also 
include their spiritual reality in some works.    

 Use small snippets to integrate all the parts of the character‗s reality.   

 Carry the reader smoothly through the scene.    
 
Consider the following dialogue…then I‗ll mark it up….   
 
The original:   
―I told you yesterday that your brother‗s case was a matter for the police. So far I 
haven‗t heard anything that has changed my mind about that,‖ he said.   
 
Her expression tightened, and she bowed her head. ―I know you said you 
weren‗t interested in taking payments but— is there any chance you might 
change your mind about it?‖ 
 
He felt a jolt of sympathy. She was sweet and innocent. He knew it hadn‗t been 
her that had inflated expenses and pocketed the difference. It bothered him to see 
her cowed in shame.   
 
―It will take me a few weeks but I can get advances from my credit cards and 
borrow against my 401k. I can give you fifteen thousand as a down payment on 
what my brother stole and pay the rest in payments.‖  
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―Kara,‖ he sighed, wanting to punch her brother‗s lights out for bringing shame 
on her. ―My problem with taking payments isn‗t the money itself. I could afford 
to forgive the money entirely and it wouldn‗t change my standard of living even 
a little bit.‖  
 
―If it‗s not the money then why not take the payments and move on?‖ 
 
―It is not the damned money; I won‗t get the money back by going to the police, 
at least not for a long time.‖ His voice came out harsher than he intended and 
laced with the frustration he felt toward her brother. Ted was talented, and up 
until the accounting department had brought the questionable numbers to his 
attention he had planned to promote him.   
 
―What did Ted do with the money?‖ he asked his voice softening. ―Any chance 
he still has any of it?‖   
 
Kara shook her head and dipped her chin. There‗s that shame again, he thought. 
―He got caught up in gambling again. He‗s had problems before and I should 
have known he was in trouble when he had money, but I didn‗t.‖ She shrugged, 
her voice small and filled with guilt. ―Things were really tight financially and I 
was just glad he was finally getting things together and was able to help out a 
little.‖ 
 
The Mark Up:   
 
There was dialogue previous to here which would have anchored the viewpoint. 
The first two paragraphs basically just set the scene. Kara has gone to see her 
brother‗s boss Slade Westin to plead on her brother‗s behalf.   
 
―I told you yesterday that your brother‗s case was a matter for the police. So far I 
haven‗t heard anything that has changed my mind about that,‖ he said. 
[speaking in and of itself is kind of physical and anchors the physical aspect]   
 
Her expression tightened, and she bowed her head. [Notice that he is 
EXPERIENCING her reaction. It is not just he said then she said. He says, then he 
observes her reaction.] ―I know you said you weren‗t interested in taking 
payments but— is there any chance you might change your mind about it?‖  
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He felt a jolt of sympathy. [you have his emotional reality here with the jolt of 
sympathy.] She was sweet and innocent. He knew it hadn‗t been her that had 
inflated expenses and pocketed the difference. [You have his mental reality 
here…he knew it wasn‗t her] It bothered him to see her cowed in shame. [his 
emotional reality again...it bothered him]   
 
―It will take me a few weeks but I can get advances from my credit cards and 
borrow against my 401k. I can give you fifteen thousand as a down payment on 
what my brother stole and pay the rest in payments.‖ 
 
―Kara,‖ he sighed, wanting to punch her brother‗s lights out [his emotional 
reality again] for bringing shame on her. ―My problem with taking payments 
isn‗t the money itself. I could afford to forgive the money entirely and it 
wouldn‗t change my standard of living even a little bit.‖ 
 
―If it‗s not the money then why not take the payments and move on?‖ 
 
―It is not the damned money; I won‗t get the money back by going to the police, 
at least not for a long time.‖ His voice came out harsher than he intended and 
laced with the frustration he felt toward her brother. [his emotional reality again 
– also a bit of his physical reality with his voice] Ted was talented, and up until 
the accounting department had brought the questionable numbers to his 
attention he had planned to promote him. [his mental reality]   
 
―What did Ted do with the money?‖ he asked his voice softening. ―Any chance 
he still has any of it? ―   
 
Kara shook her head and dipped her chin. There‗s that shame again, he thought. 
[his mental reality…he‗s thinking] [Notice he is experiencing the exchange. He is 
noticing things about her body language and her tone of voice] ―He got caught 
up in gambling again. He‗s had problems before and I should have known he 
was in trouble when he had money, but I didn‗t.‖  She shrugged her voice small 
and filled with guilt. ―Things were really tight financially and I was just glad he 
was finally getting things together and was able to help out a little.‖  
 
[The important thing to notice is that there are the words that the characters 
say…but there is also the viewpoint character‗s reactions to what is said and the 
way that they are said. There are very few he said, she saids. They aren‗t needed 
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because the scene is experienced by the viewpoint character and the reader is 
carried through the scene by his experience of it.]   
  
 Lesson Twenty:  Sexual Tension Isn't Just Physical   
 
The first thing to realize is that creating sexual tension isn‗t just about creating 
the physical elements that are related to sexual awareness and response. If you 
approach writing sexual tension as an exercise in describing body parts and 
where these body parts travel and at what speed they travel you will end up 
with something that sounds more like a sex manual than a romance novel. This is 
really not what you want, even if you write erotic romance.   
 
One of the things that I read over and over and over again in emails, in chats, on 
blogs, and in forums is that readers (even those who love erotic romance) do not 
want to read just about body parts. Readers of romance, even erotic romance, 
choose romance because they want to read about the emotions of falling in love.    
 
So…the first lesson is…sexual tension is not just sexual…it is also emotional and 
mental and sometimes spiritual as well. This may sound familiar from earlier 
parts of the workshop where we talked about the three or four parts of a 
character's experience, and indeed, it is not really any different.    
 
The thing is…what is sexy…what is a turn on…what makes someone aware of 
someone else in a sexual way is individual to the people involved. It is not just a 
function of what is seen or what happens it is a function of how what is seen or 
what happens is perceived and interpreted by the viewpoint character. Note in 
the sample below that the viewpoint character, Nick doesn‗t just perceive the 
heroine. He RESPONDS emotionally, mentally, physically to her. It isn‗t just 
what he experiences…it is how he responds to what he perceives that creates the 
sexual tension.    
 
Consider this excerpt from Night Angel by Renee Reeves – then I will mark it up 
in order to take apart what makes the sexual tension work.    
 
The hairs on the back of Nick‗s neck prickled and he reined to a halt just outside 
of the hidden copse.   
 
She was here again.   
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He exhaled silently, ignoring his now racing heart. Moving carefully he 
dismounted and ground tied his horse, knowing the abundance of grass would 
keep the animal quiet and satisfied. Stepping off the path he moved quickly to 
the shelter of a huge Hemlock tree and relaxed against its trunk, crossing his 
arms over his chest. The moon was full overhead but shadows cast by the 
enormous, low-hanging limbs would keep him hidden from her view. The low 
gurgling of the stream she sat beside would absorb any slight noise.   
 
God she was beautiful.   
 
Wrapped in a light-colored shawl because of the cool night she sat at the edge of 
his stream, knees drawn up to her chin, dangling a leafy vine in the water, 
completely oblivious to his presence. Thick dark hair trailed loosely down her 
back and Nick saw that a portion of it was trapped beneath her. Modern women 
just did not have hair like that, not without hundreds of dollars worth of styling 
help. Gut instinct told him that the gorgeous mass cascading to the ground was 
real. Nick could almost feel the silky-smooth texture of it trailing over his jaw 
and across his chest as her mouth moved down to his stomach, his abs...   
 
Shit… He shifted slightly, trying to ease the sudden heaviness in his groin.   
 
She sighed, turning her head slightly in his direction and resting her right cheek 
against her knees. Moonlight painted her skin so translucent it appeared lit from 
within. She had a fragile bone structure, sweet, very delicate features; high 
forehead, dark arching brows and eyes a color he couldn‗t make out… Full, 
sensuous lips had him clenching his jaw against a groan of intense longing.   
 
She shivered and wrapped her shawl more tightly around her, but her small 
shoulders continued to tremble. Nick frowned; the thought of her being cold 
bothered him, although why he should care was beyond him. After all, she was 
trespassing on his land, invading his private domain.  And he didn‗t give a shit.  
He wanted to take her in his arms. Share his body heat until both of them were 
burning.  The urge was insane. Coming out here in the middle of the night just to 
see her was insane.   
 
She walks in beauty, like the night…The words popped into his mind, a poem he 
had heard once but damned if he remembered where or when. Most likely from 
a movie, since reading poetry was not high on his list of good times, although he 
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had to admit that the line was certainly beautiful…like her. Nick rolled his eyes 
at himself; waxing poetic at his age wasn‗t a very good sign.   
 
Soft undulations reached his ears. Humming. She was humming, for Christ‗s 
sake. Low, slightly husky, the soothing rhythm floated to him, vaguely foreign 
sounding. Sort of like a lullaby. Leaning towards the stream she plucked a blade 
of grass from between two rocks and ran the tip of it around her open palm, 
following the outline of each finger with the slender blade. Long, slow, stroking 
caresses. Up, down, and around. His throat tightened and his fingers clenched 
tightly against the wave of lust that gripped him. He imagined her hands upon 
his skin, slowly caressing…and then her lips following their path downward…   
 
Suddenly she froze, her hum cut off in midstream. The blade of grass fell 
forgotten to the ground as she subtly cocked her head to one side, listening.     
 
Now let‗s take it apart to see how it works   
 
The hairs on the back of Nick‗s neck prickled and he reined to a halt just outside 
of the hidden copse.  She was here again.  He exhaled silently, ignoring his now 
racing heart. Moving carefully he dismounted and ground tied his horse, 
knowing the abundance of grass would keep the animal quiet and satisfied. 
Stepping off the path he moved quickly to the shelter of a huge Hemlock tree 
and relaxed against its trunk, crossing his arms over his chest. The moon was full 
overhead but shadows cast by the enormous, low-hanging limbs would keep 
him hidden from her view. The low gurgling of the stream she sat beside would 
absorb any slight noise.   
 
God she was beautiful. [He sees her…makes a mental judgment that she is 
beautiful…sort of sets the stage…but doesn’t contribute greatly to sexual 
tension.]  
 
Wrapped in a light-colored shawl because of the cool night she sat at the edge of 
his stream, knees drawn up to her chin, dangling a leafy vine in the water, 
completely oblivious to his presence. Thick dark hair trailed loosely down her 
back and Nick saw that a portion of it was trapped beneath her. Modern women 
just did not have hair like that, not without hundreds of dollars worth of styling 
help. Gut instinct told him that the gorgeous mass cascading to the ground was 
real. Nick could almost feel the silky-smooth texture of it trailing over his jaw 
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and across his chest as her mouth moved down to his stomach, his abs...  
[Notice…what does he see? He sees her hair…but the author doesn’t say she 
had thick long hair that trailed down her back and leave it at that. Instead the 
author goes further. Nick sees that a portion of it is trapped beneath her…you 
get a sense as he is thinking about her hair and the fact that modern women 
don’t have hair like that that he is in awe of her hair. The description of her 
hair doesn’t stop with just what he sees…or what he experiences…it goes 
further than that…he imagines it in motion…he fantasizes about it trailing 
over his jaw and his chest as her mouth moved down his stomach and his abs. 
Quite a bit of sexual tension from a description of the heroine’s hair. J]  
 
Shit… He shifted slightly, trying to ease the sudden heaviness in his groin. [Now 
he has a physical reaction…but he has already had an emotional and mental 
one. It is not just about the physical…the emotional and mental is woven in.]  
 
She sighed, turning her head slightly in his direction and resting her right cheek 
against her knees. Moonlight painted her skin so translucent it appeared lit from 
within. She had a fragile bone structure, sweet, very delicate features; high 
forehead, dark arching brows and eyes a color he couldn‗t make out… [Next you 
have some detail of other features….he judges her bone structure fragile, and 
her features delicate. This is generally pretty run of the mill description… 
except that he has made judgments about her features…he sees her bone 
structure as fragile, her features as delicate. These are his thoughts…his 
mental reactions to what he sees.]Full, sensuous lips had him clenching his jaw 
against a groan of intense longing. [Then he sees her full, sensuous lips and has 
a physical reaction…]  
 
She shivered and wrapped her shawl more tightly around her, but her small 
shoulders continued to tremble. Nick frowned; the thought of her being cold 
bothered him, although why he should care was beyond him. After all, she was 
trespassing on his land, invading his private domain. [Next he sees her 
shiver…and he has a mental and emotional reaction. It bothers him she is cold. 
He thinks about why it should bother him that she is cold. He thinks about the 
fact she is trespassing. Do you see the sexual tension? It is clear that there is 
definitely chemistry for Nick. When he sees her he responds to her…not just 
in a physical sense…but all parts of him…his thoughts and his feelings are 
involved with the physical.] And he didn‗t give a shit.  He wanted to take her in 
his arms. Share his body heat until both of them were burning. [A thought here 

which is pretty sexually intense.]  The urge was insane. Coming out here in the 
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middle of the night just to see her was insane. [Now there is a bit of emotional 
tension…because he is attracted…and he doesn’t understand exactly why he is 
attracted…and that sets up an emotional tension within him.]  
 
She walks in beauty, like the night…The words popped into his mind, a poem he 
had heard once but damned if he remembered where or when. Most likely from 
a movie, since reading poetry was not high on his list of good times, although he 
had to admit that the line was certainly beautiful…like [A mental reaction…he 

remembers a line of poetry…he clearly thinks she is the bee’s knees.] her. Nick 
rolled his eyes at himself; waxing poetic at his age wasn‗t a very good sign.   
 
Soft undulations reached his ears. Humming. She was humming, for Christ‗s 
sake. Low, slightly husky, the soothing rhythm floated to him, vaguely foreign 
sounding. Sort of like a lullaby. [Now the description moves from the visual to 
the auditory. Notice again that though it doesn’t say he felt soothed by the 
sounds there is a sense of soothing. There are soft undulations…she is 
humming…low slightly husky…like a lullaby. You know without being told 
that he is interpreting this as soft…as peaceful…as attractive.] Leaning towards 
the stream she plucked a blade of grass from between two rocks and ran the tip 
of it around her open palm, following the outline of each finger with the slender 
blade. Long, slow, stroking caresses. Up, down, and around. [Notice he 
describes her in action here…can’t you practically feel the grass stroking 
around her palm as it outlines each finger? Notice that the detail is 
specific…it’s slow…it matches the softness of the mood set by the humming.] 
His throat tightened and his fingers clenched tightly against the wave of lust that 
gripped him. [Now he has a physical reaction to what he has seen and 

experienced.] He imagined her hands upon his skin, slowly caressing…and then 
her lips following their path downward… [Notice again that his mind (mental 
reality) leaves what is really happening in the scene and goes on its own 
fantasy jaunt…as he thinks about what he would like to have happen. This is 
his mental reaction.]  
 
Suddenly she froze, her hum cut off in midstream. The blade of grass fell 
forgotten to the ground as she subtly cocked her head to one side, listening.    
 
If you look through the passage for the number of physical responses you will 
not find a whole lot of them. The physical and the emotional and the mental 
share the space on the page. What he sees is expressed through his emotional 
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and mental perception. The physical…the sexual…is aided and strengthened by 
what he thinks and feels.    
 
Sexual tension is not just the physical. Creating sexual tension is about the 
physical and emotional perceptions that run alongside the sexual. Even more 
than that it is about one character RESPONDING to the other.    
 
You need to create something that your character sees as sexually arousing…but 
then you describe it not just physically but also using emotion and thought and 
memory and fantasy. 
 
Lesson Twenty-One:  Making Flawed Characters Work  
  
Most of us at one time or another have written something that made our critique 
partners cringe because what we‗d written made our hero look like a jerk or 
made our heroine look bitchy. Yet, we insisted that the characters did need to do 
these things. More than just being part of the plot, part of the conflict, these were 
things that these people would do given their histories and backstories. Even so, 
rewrite after rewrite our critique group continued to shake their collective heads 
telling us that our hero was still not heroic and our heroine was still not likeable.    
 
The secret to getting the reader to let your hero or heroine off the hook for just 
about anything they do is motivation shown through deep point of view.    
 
First off, motivation comes in two forms.    
 
There is external motivation. This is motivation which comes from outside your 
character. Your character is motivated to run because there is someone with a 
gun who is shooting at him. Your character is motivated to leave his home by 
boat because the flood waters are rising.    
 
There is internal motivation. Internal motivation is related to what your character 
thinks or feels rather than to what he needs to do physically to save himself from 
an external threat or situation.    
 
External motivation is easy to convey to your reader. If your hero must run 
because someone has a gun and is shooting at him the threat is easy for the 
reader to see…it is there in his experience of the scene around him. Running 
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away from someone who is shooting a gun at you makes sense. The reader will 
have no problem understanding why the hero is running.    
 
Internal motivation is much more difficult to convey to your reader because the 
motivation is inside your character, wrapped up in his thoughts and feelings, 
which your reader can‗t see from a factual narrative describing the scene around 
him and his actions within that scene.    
 
Most of the time, when our critique groups complain about heroes who aren‗t 
heroic and heroines who aren‗t likeable it is because we have not shown internal 
motivation for their actions.    
 
Often times our most basic feelings about things stem from experiences in our 
pasts, quite often our distant pasts, even our childhoods. So often, when we need  
to motivate a character to do something that is outside the expected (whether it is 
good or bad) we need to look into the character‗s background, perhaps even to 
their childhood in order to understand and then show their motivation.    
 
So….let‗s assume for a minute that I am writing a book in which my hero is rude 
and demeans my heroine several times throughout the first few chapters of the 
book. If I write the chapters just showing what he does and what she does in 
response my critique group is probably not going to like my hero, they are 
probably not going to root for him to end up with the heroine. They are instead 
going to hope that she kicks him to the curb and leaves him there.    
 
So what I need is motivation. What makes my hero think that it is okay to be 
nasty to my heroine? Why does he think he is justified? Maybe his parents took 
her in when she was an unwed pregnant teen while he was away at college. 
Maybe he is jealous of the relationship she had with his parents, especially his 
father who never had a good word for him but doted on her. Maybe he had a 
fight with his father on one of his visits home when his father told him that if he 
couldn‗t get along with her when he came home, he should just stop coming 
home. What if when he stopped coming home the ranch was profitable and in 
good repair and now the place is in shambles. What if he thinks that she‗s taken 
his dad for a ride all these years…bled him dry. What if the reason they are 
thrown together now is his dad‗s death and a will that stipulates they have to 
live together on the ranch for six months in order for either to receive any 
inheritance? Do you see how there is now motivation for him to resent her and 
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for that resentment to spill into some nasty words? There‗s a lot of motivation for 
him to snip and snipe at her.   
 
But I can‗t just dump this into the story at the front end as chapter 1. What I need 
to do is pull it in through his deep point of view at the points where I need it to 
motivate his behavior, which in this case would be when they are having 
exchanges in which he is mean to my heroine. (This means that these scenes are 
going to need to be in his point of view. I can‗t show his internal motivation 
through her viewpoint.) The reader will then understand why he is acting like a 
jerk. They may still think he is behaving like a jerk but rather than hating him for 
it they will understand why he is behaving badly. Because they know that the 
heroine is nothing like he thinks her to be they will be perched on the edges of 
their seats waiting to see what happens when he learns the truth and all his 
misjudgments come home to roost.    
 
Weaving in motivation is a lot like weaving in any other aspect of the character‗s 
reality. You simply weave the character‗s memories (which motivate the bad 
action) in with small snippets of memory.    
 
Sometimes a character‗s actions are so bad or such a systemic a part of their 
personality that you can‗t provide enough motivation in the few remembered 
snippets that you can weave in. For example, if my heroine doesn‗t trust anyone 
and this comes up often, I will probably not be able to adequately motivate her 
distrust of everyone each time it comes up. So what I need to do is provide her 
motivation in one place so that I don‗t have to keep weaving it in through the use 
of small snippets which will soon make my readers tired of hearing about her 
impoverished childhood in the foster care system and the distrust that resulted. 
So, if the first time she has a strong action that is based on her experiences in 
foster care I stop the forward momentum of the story and I show through her 
memory an experience which explains her distrust then the groundwork for 
motivating her distrust throughout the story is already laid and I don‗t have to 
allude to it every time she does something that shows her general distrust of the 
world and everything in it. All I have to do is remind the reader with a snippet of 
memory once in awhile and the reader will understand why she is the way she is   
 
When writing the flashback that motivates your character‗s behavior and world 
view it is important to include detail and especially the character‗s emotions 
throughout the flashback. The flashback needs to feel real to the character and 
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the reader in order to be strong enough to motivate the bad behavior. Make sure 
that emotional reality is strong in your flashback so that your reader can draw on 
that when your character needs motivation. When you‗ve shown the event that 
motivates the character‗s behavior and world view exit the flashback with the 
character maintaining the remnants of the emotion that were present in the 
flashback. This provides the motivation for the characters actions, thoughts, 
beliefs, and yet it seems fresh and raw to the reader as well as to the character.    
 
Because your reader was along and experienced the motivating event with your 
character the reader now understands why the character is as she is and why she 
behaves as she behaves. The reader will now empathize with the heroine, hoping 
she gets beyond the distrusting world view which holds her back, rather than 
disliking her for having the world view to begin with.    
 
Of course, solid motivation told with deep point of view doesn‗t mean that your 
character doesn‗t have to change. The hero who is mean to the heroine will have 
to change his tune, feel remorse, and make it up to the heroine when he finds out 
that far from taking her father to the cleaners she‗s been supporting him by 
working two jobs for the last three years.    
 
The heroine who distrusts everyone will need to grow beyond that world view, 
probably through her interaction with the hero.    
 
The more flawed our characters are at the outset, the more we cheer for them at 
the end when they overcome their flaws and are rewarded with love and a 
happily ever after.   
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