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    “Remember: When people tell you something’s wrong or doesn’t work for them, they are almost always right.


    When they tell you exactly what they think is wrong and how to fix it, they are almost always wrong.”


    —Neil Gaiman


    



    



    “I suppose it is tempting, if the only tool you have


    is a hammer, to treat everything as if it were a nail.”


    —Abraham Maslow

  


  



  
    Introduction


    I’ve spent more than two decades working in the film and TV industry. Most recently, writing feature films or TV series as a professional screenwriter for major studios, TV channels and independent producers. Before that, I analysed thousands of scripts, first as a reader, then as a script consultant and development executive.


    Over the years, the many stories I’ve come across, while different on the surface, often exhibited similar issues underneath. I’ve written The Screenwriter’s Troubleshooter to identify these common screenwriting problems and suggest practical steps to resolve them.


    Of course, there is always more than one way to tackle a creative problem, but understanding its root is usually a key step towards a solution. Unfortunately, that’s easier said than done.


    Getting feedback helps, but writers often feel as though they could do with an interpreter to translate some of the comments they receive into actionable steps.


    Without going into the farcical “make it funnier”, development notes usually make sense – after all, they tend to be written by intelligent, experienced people – but they don’t always indicate a clear path to a rewrite for a screenwriter. They often come across as too generic, too dogmatic or too cryptic, especially for those at the start of their career, who might not yet be used to filtering and processing them. Great notes are non-prescriptive yet immediately applicable. Not so great notes can still be useful, but they do require extra work.


    Writers might well agree that their screenplay isn’t working, but if feedback leaves them unsure as to what the problems are, it’s going to be a struggle to get to a better draft.


    Often, this situation stems from a confusion between symptoms and problems. For instance, readers point out a problem towards the end of a screenplay, but the ending not working is actually just the symptom of a structural problem – related to character, plot or theme – rooted far deeper in the story. The problem might manifest itself more clearly towards the end of the script, but it doesn’t mean that it can be fixed simply by tweaking the last ten pages.


    Trying to fix symptoms is likely to introduce a whole new set of problems and produce a script that’s different, but not better. In the example above, you might come up with twenty different endings, but until you solve the actual problem underneath, you’ve not made progress. In some cases, you might even have taken a step backwards.


    So let’s try to get beyond the symptom, to the problem!


    Here is how this book works:


    The title of each section lists a symptom, as it might appear in notes sent by a producer, story editor, reader, financier or development exec. These symptoms are so common that many of them have become clichés. The first step in each section will be to go beyond the symptom and define the possible story problem(s) that might cause this symptom.


    This “symptom to problem” translator benefits both sides:


    If you’re on the receiving end of these notes, hopefully this approach will help you to address them. Addressing notes doesn’t mean implementing all the suggested solutions. It means identifying and resolving the problems in order to deliver a better draft, not just a different one. A development process is healthy when each draft builds on the strengths of the previous one and gradually reduces the number and severity of the problems.


    If you’re the sending party, this book might help you to go one step further in articulating what you perceive as being an issue. If you can be more specific about the problems you detect, focusing on asking the right questions and refraining from offering your own solutions, you’ll make it easier for writers to understand what the actual problems are.


    Once we’ve translated the symptom into potential problems or root causes, the second part of each section explores ways to address each note and keep these problems at bay.


    Sounds good? Welcome on board!


    Before we set off though, let’s quickly discuss how you can make the most of this book.

  


  



  
    How to Use This Book


    In this book, we’ll be using the Story-Type Method to look at the most common screenwriting problems and solutions for fixing them.


    If you aren’t familiar with this new approach to screenwriting, I recommend that you read the first book in the series, Screenwriting Unchained. Of course, I understand that you might not want to splurge on another volume if you’ve just bought this one, so you’ll find a link to download a free sampler (first fifty pages) at the end of this book in If You Want to Find Out More... This sampler includes the introduction and most of the first chapter, providing an overview of the method, with many info-graphs and examples.


    Although I’ll try to briefly define some of the concepts detailed in Screenwriting Unchained, I will inevitably use terms that you might not be familiar with if you haven’t read the first volume. To help overcome this hurdle, I’ve added a Story-Type Method Glossary at the end of this book, with definitions of the most important concepts, as well as links to chapters where they are discussed in more detail.


    I wrote Screenwriting Unchained because I wanted to introduce a more flexible, less dogmatic approach to screenwriting. I took the time to discuss theoretical content and use detailed case studies to illustrate my method, each chapter, each section building on the previous one. This meant that it made more sense if read from cover to cover.


    Where Screenwriting Unchained was strategic, The Screenwriter’s Troubleshooter is tactical. Shorter, with independent sections, it’s a practical handbook designed to help writers address specific development notes or problems they’ve identified in their screenplays. It’s short on theory and focuses instead on easy-to-understand, fluff-free, actionable advice.


    I’ve written this book as a reference guide, so that you can dive in at any point and read its sections in any order. I often draw examples from the same films, usually from case studies in Screenwriting Unchained. This means that reading the book from cover to cover will inevitably lead to some repetitions. In any given section, I won’t assume you’ve read those preceding it, those related to it, or even the first volume in the series. I can live with these repetitions as long as you understand why they are there.


    Sometimes, you don’t want to spend years in therapy to solve a problem. You’re deep in it and you want a way out, fast. This is what this book offers: direct access to essential information about the most common screenwriting problems that will hopefully get you on the way to solving issues before a looming deadline. An emergency toolkit to survive the script development process.


    However, as with therapy, once you’ve addressed the crisis, to fully resolve the problem you might have to go deeper and explore dark corners you’d rather not disturb. While each section should provide enough information on its own to set you on the right path, you might need to dig further to solve the issue or prevent it from reoccurring. Yep, that means less writing short term, but it might also lead to better writing long term.


    Therefore, at the end of each section, I’ll mention:


    
      	Connected problems discussed in this book. These references will be underlined.


      	Sections of Screenwriting Unchained where you can find in-depth explanations, further guidance or examples / case studies related to the problem at hand.


      	Sections of 12 Ways to a Stronger Screenplay – the rewrite guide in Screenwriting Unchained – that might cover the problem you’re looking to solve.

    


    One last thing... Although I’ll often mention the three main story-types (plot-led, character-led and theme-led) defined in Screenwriting Unchained, I won’t delve too much into hybrids and exceptions in this book. This doesn’t mean that the problems or solutions provided only relate to the main story-types. It’s just that developing a hybrid or an exception is like going off-piste: 1) you should know what you’re doing, so experience and talent is key and 2) you’re more or less on your own if something goes wrong!


    So if you think you might be developing a hybrid or an exception, I recommend reading Screenwriting Unchained first – especially the Developing Something Else chapter – before looking into The Screenwriter’s Troubleshooter for a solution to your problems. This should help with the “knowing what you’re doing” part, and if you still find yourself in a high-risk zone, this book is more likely to provide the “not entirely on your own” part.


    Right. Enough preamble. Time to embark on our troubleshooting quest!

  


  



  
    The Most Common Screenwriting Problems

  


  



  
    01 We Don’t Care About the Protagonist


    I had to start with this because it’s by far the most common development note. The over-the-counter solution to this problem is to make the protagonist nicer, more sympathetic. For example, show the protagonist doing something good – like saving a cat – which suggests they can’t be entirely bad. This is often the worst possible way to deal with this problem because a protagonist’s conceptual “niceness” has little to do with what makes us care about them.


    In a screenplay, we’re not after conceptual identification (liking the protagonist, as in having sympathy for them or approving of what they are trying to achieve), but rather emotional identification (understanding the protagonist, as in feeling empathy, even if we disapprove of who they are or what they are trying to do).


    In fact, if the point of a particular story is to have an unsympathetic protagonist, then asking the writer to “make the protagonist nicer” hurts the story and goes against the creative intent. In this kind of story where the whole narrative is about the evolution of a conceptually negative character (or failure to evolve if it has a tragic ending), making such a suggestion is likely to alienate the writer and prevent any genuine improvement to the story.


    Before we address this note, let's define the term protagonist. A protagonist isn’t simply the nicest character: Melvin Uddall in As Good As it Gets or Gru in Despicable Me don’t fit that description. Neither is a protagonist the character who has the most screen time or the person whose life story we’re exploring: Mozart has more screen time than Salieri in Amadeus. It also isn’t the character who changes most, despite many screenwriting gurus insisting on that: In Billy Elliot, it’s the antagonistic father who changes the most, not the protagonist. It’s not always the point-of-view character: The Hand That Rocks the Cradle tells the story primarily from the point of view of the antagonist, which makes it a fascinating exception. So what is a protagonist?


    Protagonist comes from the Greek word protagonistes, which means the one who fights in the front row. This suggests the character who is the most likely to get hurt or killed during the battle. This powerful image leads us to the actual definition of a protagonist: the character – or group of characters sharing the same goal – who experiences the most conflict in the story. Let’s repeat for clarity: not the nicest, the most important, the most well-known, the most active, the point-of-view character or the character who changes most. Just the character who experiences the most conflict.


    This is crucial because it’s this conflict that helps us to identify emotionally with that character, hence care about them.


    So, what should we be focusing on?


    1) Check that the protagonist experiences enough conflict.


    This can be an issue in some plot-led stories (where the main problem lies outside the protagonist). For example, in a superhero or action movie where the protagonist has so many powers or skills that they experience little conflict despite all the fights and set pieces. Conflict comes from the difference in strength between the protagonist and the obstacles. The stronger the protagonist, the more you need to work on the obstacles / antagonist. This is what made the original Bourne Trilogy so successful: giving a strong protagonist an equally strong internal conflict (Bourne’s amnesia) as well as competent, resourceful, determined antagonists.


    The more negative the protagonist is, conceptually or morally, the more conflict they need to experience in order to override the audience’s conceptual lack of sympathy. A protagonist who has primarily negative character traits at the start of a story usually needs to experience a lot of conflict if we want the audience to empathise with them.


    This need for conflict is even stronger in a character-led story, where the main problem is internal and the audience gives the protagonist the unconscious need to change. For example, in Groundhog Day, Phil Connors has to live the worst day of his life repeatedly, which means a lot of conflict for him.


    2) The audience needs to feel that someone can do something about the main problem in the story. The protagonist might want to achieve something consciously, as in a plot-led story, or to fulfil an unconscious need, as in a character-led story, but it has to be possible for someone to do something about a main problem. Drama, in Greek, means action. Without a dramatic action or evolution, there is no drama.


    So the audience should be able to figure out, fairly early in the story, consciously or not, who wants or needs what and why, as this defines the main problem. But they also need to understand what can be done about this problem. In other words, the audience needs to feel that the protagonist stands a chance of succeeding, even if they fear they might fail. Striking the right balance between hope and fear in the audience as the story progresses is key.


    It can be very alienating for an audience to watch a protagonist glide into self-destruction, or deal with a fatal disease with no hope of remission. If there is nothing the protagonist can do about a problem, there is no hope. So find another protagonist or co-protagonist who can do something about it. Provide an alternate emotional point of view, or find another way to tell the story. Otherwise, you might have pathos but pathos isn’t drama. This is a common issue in poorly designed character-led stories. Leaving Las Vegas avoided this problem thanks to Sera’s character, who introduced both an alternative emotional point of view and a dilemma for protagonist Ben Sanderson. In The Intouchables, Philippe’s main problem isn’t that he’s disabled. There’s nothing he can do about that. It’s that he’s lost his wife and has to learn to live without her. This is made very clear in the story, which allows us to hope for a positive outcome.


    3) Sometimes the audience is unable to understand or relate to the conflict that a character faces if this conflict is too abstract or unusual.


    The most efficient way to aid identification is to centre the film around a conflict that everyone can relate to. For example, an undeserved punishment is a classic way to get the audience to feel close to a character. This was exploited by Hitchcock in many of his thrillers, often based around a character accused of a murder we know they haven’t committed. The Fugitive (both the original TV series and the movie) is another well-known example. The key, here, is that the audience has no doubt that the protagonist is innocent (because that warrants the “undeserved” part of the punishment). If you make it a mystery instead, as in Gone Girl, and we don’t know whether the protagonist has committed a murder or not, you get an interesting exception based more on intellectual than emotional gratification. It might be a good way to avoid what could be seen as a cliché today, but it does take away the pure thriller element.


    Another example of a universally relatable conflict is embarrassment, often used in comedy. The opening sequence of There’s Something About Mary, especially the traumatic bathroom scene, provides a classical illustration. It’s hard not to identify with Ted after his aborted prom night with Mary. This is because everyone can relate to such extreme embarrassment, which is, by the way, also an undeserved punishment (we know that he isn’t a pervert and that he was looking at the doves!).


    A last example to illustrate this notion of universal conflict: in Amadeus, Mozart’s main conflict is that it’s difficult to create, even when you’re a genius. This conflict might resonate with creative people, but a wider audience might find it fairly abstract. So the story is cleverly centred around Salieri instead, whose main source of conflict is his jealousy. This is a much more universal conflict and it makes Salieri a better protagonist for that reason: even if we’re fascinated by Mozart, the main character, it’s much easier to relate to Salieri, especially in the first half of the film.


    4) A frequent issue in plot-led stories is that the audience doesn’t care about the protagonist because the protagonist is flat. Yes, there is a clear goal, with many obstacles and lots of conflict, yet somehow the character fails to resonate. This is often because the protagonist has no journey, no growth, no inner conflict. Often we can tackle this by bringing in a character-led subplot, something within the protagonist that needs to change. In a plot-led story, this need for change should be less important than the main problem in the story (otherwise we’d have a character-led story!) but it should still define a clear evolution for the character. Provided that the conflict experienced through the story is causing this evolution, it should make us care more about the protagonist. Jack Walsh in Midnight Run illustrates this approach perfectly. The main problem is external (primarily mobster Serrano), but Walsh’s internal need to change is explored through his conflictual relationship with catalyst character Mardukas and the dilemma it causes: Will Walsh do the right thing and let Mardukas go, or will he bring the fugitive back to collect the bounty? This is what makes the protagonist – and the story – more interesting. The audience cares about Walsh because thanks to this character arc and dilemma, he becomes a three-dimensional protagonist. More on this in 05 The Characters Are Flat, Two-Dimensional.


    5) Sometimes, all of this is in place and yet the audience still struggles to care about the protagonist. In this case we might need to look at the way we manage information in the story. It’s usually not a problem to know more than the protagonist for a while, especially if we exploit this knowledge as a dramatic irony (when the audience knows something that at least one character isn’t aware of). For example, in The Apartment, protagonist C.C. Baxter doesn’t know that his boss is dating Fran Kubelik, the woman Baxter loves. We do. Or in Titanic: Unlike all the characters in the film, we know from the beginning that this boat will sink! However, knowing less than the protagonist over a long period of time regarding important elements of the story often creates a distance between the protagonist and the audience. For example, the protagonist of a character-led story might know things about their past that they don’t share with the audience. Or the protagonist of a plot-led story – say in a detective story – won’t share their findings about the case. This might work in a novel, where readers enjoy the intellectual puzzle, but is likely to be less effective in a movie where a stronger emotional gratification is expected.


    A film like Cake illustrates this potential problem very well. Despite Jennifer Aniston’s fine performance, we need to find out more about Claire’s backstory before we can relate to her and understand her conflict. It’s only when we find out, rather late in the story, that she lost her son in a car accident, that we are able to identify with her and become more involved emotionally with her character. But for many in the audience, it might come too late. We spend the first half of the film unable to engage with Claire because she comes across as too distant, too cold, despite all the conflict she is clearly going through. We’re kept at arms-length for too long, unable to understand her pain and unhappiness. This is because of the way information is managed in the film: We can’t feel close to a character who hides crucial pieces of information from the audience over such a long period of time. It makes it too difficult for us to understand their actions, decisions and emotions.


    David O. Russell found a better way to handle exposition (showing us what happened before the story began) in Silver Linings Playbook. By minute fifteen, we’re told everything we need to learn about Pat's past. This means we can empathise and identify with him early on. We’re on board from the start, and we care about him. Similarly, in Three Billboards Outside Ebbing, Missouri, we quickly learn what we need to know about Mildred Hayes. There is an element of mystery that hooks us in as the story starts, but we soon catch up with her. We can identify and empathise with Mildred because we understand her goal and motivation: she wants justice for her daughter who was raped and murdered. We care about Mildred not only because of the conflict she experiences, but also because of the information we are given early on.


    So, if you want the audience to care about your protagonist, make sure they don’t know less than the protagonist over a long period of time. Of course, we don’t need to know the whole backstory of the character. This only refers to any element in the story that helps the audience understand the situation the protagonist faces, the decisions they make and the emotions they experience as they try to resolve the main problem in the story.


    One way of preventing a mystery from getting in the way of an emotional identification can be as easy as making sure that the protagonist doesn’t remember their past either and is trying to put the pieces back together – along with the audience – as the story unfolds. We call this a cold start. It’s used in The Bourne Identity, Cowboys & Aliens, Before I Go to Sleep, Predators or The Maze Runner. Any story that gives the protagonist a cold start keeps the audience close to the character despite the mystery about their past because we look for information alongside them, instead of feeling alienated by knowledge they don’t care to share with us. It’s much more effective than shutting us out, especially if the missing information relates to the main plot. Managing conflict and managing information are two sides of the same coin. If we, as storytellers, neglect or mishandle either, we’re likely to stand on shaky ground.


    6) Often we don’t care about the protagonist because we don’t know enough about the character. Not what they might be hiding from us as in the point above, but who they are. This is often the case in plot-led stories with weak set-ups (first ten to fifteen minutes of the film). Throwing a protagonist into high-octane action before the audience has a chance to know them as a person might prevent us from caring about them even though they experience a lot of conflict. Successful action thrillers such as Gravity or Jaws take the time to introduce the characters before all hell breaks loose. We don’t need half an hour to achieve this, but taking ten to fifteen minutes to introduce the characters so we get acquainted with them before they end up in trouble can pay huge dividends. If you’re concerned this might lead to an overly long set-up, then consider using a teaser flashback: Start with a short, exciting sequence that sets the tone and genre while raising interesting questions using mystery or dramatic irony, then go back to introducing your characters, as in John Wick or Breaking Bad.


    Taking the time to introduce your characters will also help with casting because a three-dimensional character will be far easier to cast. Good actors want to have something to defend in a part. So if you need a cast to get your project off the ground, make sure you have well-rounded characters. If you think this might be an issue in your project, re-working the set-up is usually a good place to start.


    7) If the protagonist is a “bad guy” conceptually or morally (say, a criminal) then creating worse characters that make the protagonist look good in contrast might help. For example, in Heat, bank robber Neil McCauley could be perceived as a fairly negative protagonist, but we have Waingro and Van Zant who are conceptually worse than him. They make McCauley look like a pretty good guy in comparison. Detective Vincent Hanna is the antagonist (not a negative character, just a character whose goal is in direct opposition to the protagonist’s goal, and the main source of conflict). Waingro and Van Zant are villains. They are morally wrong, therefore conceptually worse than the protagonist and antagonist, which allows us to empathise and identify with both McCauley and Hannah. McCauley doesn’t have to save a cat or do something conceptually nice for us to care about him, thanks to Waingro and Van Zant.


    Solutions


    To sum this up, when this note lands on your desk, here is a suggested checklist:


    
      	Does the protagonist experience enough conflict? Whether they are everyday people (Mildred Hayes in Three Billboards Outside Ebbing, Missouri, C.C. Baxter in The Apartment), extraordinary characters or superheroes (Jason Bourne, Diana in Wonder Woman), villains (Gru in Despicable Me, Maleficent), criminals (McCauley in Heat), underdogs (Rocky Balboa in Rocky) or depressive losers (Ben Sanderson in Leaving Las Vegas), audiences will identify emotionally with a character if they experience more conflict than the other characters in the story, and if they can relate to this conflict. Make sure you strike the right balance between the strength of the protagonist and the strength of the obstacles they face. A protagonist has to face obstacles that are strong for them in order to generate a true sense of conflict and help identification.


      	Can someone do something about the main problem in the story? If nothing can be done, you might have pathos but not drama, and the audience will not care about the protagonist. So make sure that you strike the right balance between the hope that the audience has for the protagonist to succeed, and the fear that they might fail.


      	Can the audience understand and relate to the conflict experienced by your protagonist? Feeling sorry conceptually for someone doesn’t mean that we’ll be able to identify with them emotionally. If the main source of conflict in your story is too abstract or if it’s something that the majority of the audience is unlikely to have experienced, try to find universal sources of conflict that anyone can relate to (undeserved punishment, embarrassment, jealousy etc).


      	Is your protagonist flat? Do you need an evolution (of the protagonist, of the relationship between two characters) or a dilemma to add emotional depth and make the story more interesting?


      	Does the protagonist know something about their past that they don’t share with the audience? This can be alienating and can prevent your audience from identifying with the protagonist. Consider using a cold start so that if we don’t know something important about the protagonist’s past, they don’t know it either.


      	Do we know enough about the protagonist to care about the outcome? Did you take the time to introduce the characters so that we feel we know them before all hell breaks loose?


      	If the protagonist is morally or conceptually negative, would creating “worse” characters help to make the protagonist look good in contrast? This can help in gangster movies (The Godfather, Heat) or revenge stories (John Wick).

    


    



    Of course, much of this only applies if there is a clear protagonist in the story. This isn’t always the case, for example in theme-led stories (multi-stranded narratives where the main problem usually lies in society) and in many hybrids and exceptions. We’ll explore this further in 18 There Is No Clear Protagonist, which is another common note (often describing a symptom rather than a problem).


    Connected Problems in This Book


    
      	02 We Don't Care About the Story


      	05 The Characters Are Flat, Two-Dimensional


      	06 The Character Logic Is Fuzzy


      	14 The Characters’ Backstories Are Irrelevant / Pointless


      	13 The Characters Are Stereotypes or Clichés


      	20 The Conflict Is Artificial or Inconsequential


      	18 There Is No Clear Protagonist


      	28 The Protagonist Is Not Strong Enough

    


    Sections in Screenwriting Unchained


    
      	1.3 Is Maslow Running the Show?


      	‘Managing Conflict’ and ‘Managing Information’ in 2.1 Behind the Scenes


      	‘Choosing the Best Protagonist’ in 2.2 Sequence the Action


      	‘Story World’, ‘A Good Set-Up’, ‘Characterisation’, ‘Protagonist vs Antagonist’, ‘Protagonist vs Main Character’, ‘Hero vs Protagonist’, ‘Cold Start’ and ‘Flashbacks: To FB or Not to FB’ in 2.3 Craft the Draft

    


    Sections in 12 Ways to a Stronger Screenplay


    
      	M-Factor (What’s at Stake?)


      	Set-up / Story World


      	Managing Conflict (Who Wants / Needs What and Why?)


      	Managing Information (Who Knows What When?)


      	Character (Change, Growth or Steadfast?)


      	Antagonist or Catalyst: Who Is Testing Your Protagonist?

    

  


  

  
    02 We Don’t Care About the Story


    Ouch. This one hurts even more than the first one.


    How could someone not care about our story when we thought we had ticked all the boxes?


    Clear protagonist: check. We understand the goal (conscious want or unconscious need) of the protagonist: check. Strong obstacles in the way and lots of conflict: check. The protagonist needs to grow or change: check. And yet, we have little interest in finding out how the story will unfold and how it will end. We just don’t care about the story.


    Let’s look at the most common reasons for this note to pop up


    1) The story has no meaning. There is no theme, which is what the story is about. So the audience understands who wants or needs what and why, but it doesn’t matter because the story has no relevance.


    This is often the case in plot-led stories (where the main problem lies outside of the protagonist). Even an action film or a sci-fi should be about something relevant to a contemporary audience. The meaning of the story doesn’t have to be philosophical, political or spiritual, but there should be some emotional truth in the story. For example, in Gravity, the plot is about survival, but the theme is about resilience and re-birth. We care about the story, about the survival of the characters, partly because the story explores that theme.


    Although less likely, a weak theme can also compromise character-led stories (where the main problem lies within the protagonist). We get the angst of the central character. We understand that they are depressed or suicidal, but we don’t see the point of the story, because the issue isn't relevant to us. Instead of feeling sorry for the protagonist, we feel sorry for ourselves and can’t see the end of the film soon enough. Checking that the main dramatic evolution in a character-led story is linked to a strong theme might help with this.


    Or you might be developing a theme-led story, a multi-stranded narrative where the main problem usually lies in society. The theme might not be clear enough or the strands might not all be connected to the same theme, so the audience struggles to understand what the story is about. Or the audience doesn’t care about that specific problem in society, because we don’t feel it concerns us, or it doesn’t suggest a conflictual or interesting issue.


    2) Another possibility, especially in some action movies, is that we might not care about the story because we don’t care about the characters. Structure isn’t only about plot.


    So if it sounds like this could be a problem in your story, look at the characters. Do we understand them even if we don’t approve of them or their actions? Did you take the time to introduce them before getting them hit by that volcano / twister / tsunami / asteroid / bunch of terrorists / serial killer? If they are complex characters in a character-led story, can someone – themselves or other characters – do something about their problem, consciously or not


    

    

    

    Solutions


    

    
      	


      	


      	


      	

      


      	

      


      	


      	

    


    Connected Problems in This Book


    
      	01 We Don't Care About the Protagonist


      	03 The Story Takes Too Long to Start


      	04 The Story Is Linear, Feels Predictable


      	08 The Story Is Confusing


      	09 The Screenplay Is Too Dry or Not Visual Enough


      	11 The Screenplay Is Written Like a Novel


      	39 The Theme Overshadows the Story


      	25 The Narrative Is Episodic or Repetitive


      	40 The Premise Is an Artificial Excuse For Action


      	16 The Scenes Are Aimless, There Is No Dramatic Conflict


      	19 The Script Feels Formulaic


      	35 The Script Is Unnecessarily Complex

    


    Sections in Screenwriting Unchained


    
      	1.1 What’s Wrong with the Three-Act Structure?


      	1.2 So What Do We Need to Get It Right?


      	1.3 Is Maslow Running the Show?


      	‘Managing Conflict’ and ‘Managing Information’ in 2.1 Behind the Scenes.


      	2.2 Sequence the Action


      	3.2 Sequence the Evolution


      	4.2 Sequence the Strands


      	‘Genre’, ‘A Good Set-Up’, ‘Story World’, ‘Characterisation’, ‘Theme’, ‘Inciting Incident vs Inciting Action’ and ‘Time-Locks’ in 2.3 Craft the Draft

    


    Sections in 12 Ways to a Stronger Screenplay


    
      	Story-Type and Genre


      	M-Factor (What’s at Stake?)


      	Theme (What Is the Story About?)


      	Set-up / Story World


      	Managing Conflict (Who Wants / Needs What and Why?)


      	Managing Information (Who Knows What When?)


      	Character (Change, Growth or Steadfast?)


      	Antagonist or Catalyst? Who Is Testing Your Protagonist?


      	Time-Lock
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