
Big Picture Revising 
How to Tighten and Polish Your First Draft 

	
The	Writing	Process:	
	

Pre-Writing	 	 Drafting	 Revising*	 Editing	 	 Publishing	
	
*Revising	is	NOT	editing.	At	this	point,	your	draft	is	done,	and	the	focus	is	on	big	issues.	You’ll	fine	tune	
later.	
	
Step	1:	Remember	the	Fundamentals	
Plot	vs.	STORY	
	
“A	story	is	about	how	the	things	that	happen	affect	someone	in	pursuit	of	a	goal,	and	how	that	person	
changes	internally	as	a	result.”	(Lisa	Cron,	Story	Genius)	
	
•	A	story	is	not	just	the	plot,	or	the	series	of	events.	It’s	not	just	names	doing	things.	It’s	more	
comprehensive	than	that.	It’s	the	intersection	of	plot,	character,	and	setting.	Think	about	the	why	of	
your	story.	What	are	you	trying	to	say?	Why	is	your	story	important?	
•	Nothing	in	a	novel	should	be	an	accident.	Everything	in	the	book	must	have	a	purpose.	Every	scene,	
every	action,	every	word	must	have	a	reason	for	being	there.		
•	The	building	blocks	of	a	novel	should	be	invisible	to	the	reader.	We	as	authors	know	they’re	there.	But	
the	best	stories	pull	in	the	reader	and	take	her	on	an	adventure.	The	best	way	to	achieve	that	is	to	make	
sure	you’ve	got	all	the	right	blocks.		
	
Before	You	Do	Anything:	Think	about	the	story	you’re	trying	to	tell.	What	is	the	GMC	(Goal,	Motivation,	
Conflict)?	What	do	the	characters	want,	and	what	is	preventing	them	from	getting	it?	What	overriding	
message	or	theme	are	you	trying	to	convey?	At	this	point	in	the	process,	we’re	not	worried	about	
grammar	and	spelling	yet;	we’re	looking	at	the	big	picture.	Activity	(for	home):	Take	a	few	minutes	to	
write	a	paragraph	or	two	about	the	core	of	your	story.	Use	this	as	a	guide	as	you	revise.	
	
Step	2:	Troubleshooting	
	
As	you	read	through	your	draft,	ask	yourself	the	following	questions.	(I	could	have	included	a	lot	more,	
but	these	are	based	on	my	experience	editing	and	the	issues	I	run	into	the	most	frequently.)	
	
•	Does	my	first	page	hook	the	reader?	
There	are	really	two	parts	to	this	question.	First,	does	your	first	line	pique	the	reader’s	interest?	Is	there	
something	catchy	or	provoking	about	your	first	line?	Is	it	memorable?	Second,	does	your	story	start	in	
the	right	place?	This	one	is	harder	to	answer.	A	lot	of	books	start	too	early.	The	first	chapter	gives	too	
much	backstory	or	information,	or	it	shows	several	scenes	before	we	get	into	the	real	meat	of	the	story.	
You	may	have	to	make	significant	cuts	to	the	early	part	of	the	book	or	delete	entire	chapters	so	that	the	
story	starts	at	the	most	interesting	place:	in	the	middle	of	an	action	scene,	with	the	couple’s	meet-cute,	
etc.	For	example,	is	it	more	interesting	to	first	see	the	fancy	dinner	John	ate	before	he	returned	home;	
or	his	walk	home	when	he	stumbles	over	a	dead	body	on	the	street?	The	latter	raises	more	questions	for	
the	reader—Who	is	the	dead	man?	How	did	he	get	there?	What	did	John	have	to	do	with	it?—and	thus	
is	a	better	hook.		
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Think	of	it	this	way:	the	story	starts	when	the	status	quo	is	disrupted.		
	
•	Is	there	too	much/not	enough	backstory?	
Think	of	it	this	way:	backstory	is	not	your	character’s	whole	history,	but	it’s	the	history	of	this	story.	
Writers	are	often	encouraged	to	write	elaborate	histories	for	their	characters	in	advance,	and	then	they	
want	to	use	them,	but	remember,	nothing	can	be	there	just	to	be	there.	In	other	words,	you		knowing	
your	character’s	life	story	is	good	and	will	inform	how	you	write	that	character,	but	including	his	whole	
history	in	your	novel	will	only	bog	down	your	story	in	unnecessary	detail	and	keep	your	reader	from	
getting	to	the	good	stuff.	What	is	essential	for	the	reader	to	know?	Only	keep	details	that	serve	the	
story,	not	just	information	you	think	is	interesting.		
	
•	Is	there	too	much/not	enough	exposition?	
This	is	very	similar	to	backstory.	The	guideline	should	be:	what	does	the	reader	need	to	know	to	
understand	the	scene?	Then	include	no	more	and	no	less.	Too	much	detail	bogs	down	a	manuscript.	Not	
enough	can	leave	your	reader	lost	or	confused.	Striking	the	balance	is	tricky	but	important.	Also	think	
about	whether	your	description	is	purposeful:	What	does	the	reader	need	to	know	to	understand	the	
setting/scene/character?	What	does	this	description	tell	us	about	the	story?	
	
•	Is	the	setting	defined/well-developed?	
This	is	not	just,	“John	lived	in	Chicago.”	Setting	is	often	overlooked.	It’s	not	just	the	place	the	story	
occurs,	it’s	the	whole	foundation	of	the	story.	The	setting	should	not	be	incidental;	it’s	the	world	in	
which	your	story	unfolds.	Why	is	the	setting	you	chose	the	only	place	this	story	can	take	place?	Why	is	it	
important?	What	about	it	is	interesting	or	different	from	what	a	reader	might	have	experienced?	Why	is	
it	unique	to	your	book?	Regarding	the	last	question,	different	authors	approach	the	same	setting	in	
different	ways.	My	New	York	is	different	from	Damon	Suede’s	New	York,	for	example.		
	
•	Is	it	genre	soup,	or	is	there	a	real	story	here?	
In	other	words,	did	you	throw	a	bunch	of	tropes	in	a	bowl	and	stir,	or	are	you	doing	something	
interesting	with	them	to	tell	a	coherent	story?		
	
•	Is	there	more	showing	than	telling?	
Consider:	“John	was	afraid”	vs.	“John’s	blood	went	cold.”	Or,	“John	was	a	cocky	party	boy”	vs.	a	scene	in	
which	John	attends	a	party	and	acts	like	an	arrogant	jerk.	Sometimes,	a	quick	summary	is	all	you	need,	
but	for	something	fundamental	to	the	character,	it’s	better	to	show	the	character	exhibiting	that	trait	
than	to	just	tell	us	he	has	it.	(Also,	“The	sunset	was	amazing”	vs.	“Orange	and	pink	streaked	across	the	
sky	to	make	a	colorful,	spectacular	sunset.”)	
	
•	Related:	Do	I	just	assert	things	are	true	or	do	I	show	why?	
This	is	especially	true	of	the	conflict	in	a	story.	Let’s	say	John	is	afraid	of	commitment.	He	meets	a	
handsome	fellow	named	Luke.	John	doesn’t	want	to	get	involved	because…	reasons.	To	merely	assert	he	
doesn’t	want	a	relationship—which	is	common	in	romance	novels—isn’t	enough.	His	particular	damage	
should	inform	why	he	can’t	be	with	his	love	interest.	Did	he	go	through	a	bad	breakup	recently?	Did	his	
parents	go	through	a	vicious,	messy	divorce?	Did	his	previous	partner	die?	Remember:	the	story	is	about	
the	why	and	nothing	is	just	there	on	the	page.	All	parts	of	the	story	inform	each	other.	So	the	character’s	
history	should	inform	the	conflict,	how	he	reacts	when	he	meets	his	love	interest,	the	conflict	between	
the	main	characters,	etc.		
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•	Related:	Do	the	characters	do	things	just	to	advance	the	plot,	or	do	they	act	in	a	way	that	is	organic	to	
their	character?	
Luke	is	stubborn.	John	gets	angry	at	Luke.	There	is	conflict.	This	is	great,	but	is	Luke’s	stubbornness	a	
character	trait?	Is	John	hot-headed?	If	John	is	otherwise	pretty	laid-back,	does	Luke	get	his	goat?	Why?	
If	John	is	only	angry	because	we’re	thirty	pages	in	and	someone	has	to	have	a	fight,	it	will	read	as	
inauthentic.	The	conflict	between	the	characters	should	stem	from	their	inherent	personalities	and	the	
overall	plot	of	the	book.		
	
•	Does	character	description	contribute	to	the	story?	
Physical	descriptions	of	characters	can	come	from	omniscient	or	opposite	character	POVs.	By	that	I	
mean,	if	John	is	the	POV	character	and	Luke	is	his	love	interest,	scenes	from	John’s	POV	should	describe	
how	John	sees	Luke	and	scenes	from	Luke’s	POV	should	describe	how	Luke	sees	John—if	we’re	to	buy	
the	romance	between	them,	that	shows	why	they’re	attracted	to	each	other,	what	each	finds	appealing	
in	the	other,	etc.	In	the	same	vein,	it’s	not	enough	just	to	say,	“Luke	was	sexy	as	hell.”	This	tells	us	
nothing.	We	all	have	different	types,	and	my	version	of	“sexy”	is	different	from	yours.	You	don’t	even	
need	to	use	description	to	prove	the	hero	is	objectively	attractive—we	need	to	know	what	about	Luke	
attracts	his	love	interest.	What	physical	features	does	John	find	appealing?	Is	there	some	specific	
feature—his	eyes,	his	shoulders,	his	butt—that	gets	John’s	motor	revving,	or	is	there	a	particular	
mannerism	John	finds	endearing,	etc.		
	
Sidebar:	If	you’re	writing	in	first	person,	avoid	at	all	costs	the	“character	looks	at	himself	in	the	mirror	so	
the	writer	can	describe	what	he	looks	like”	scene;	it’s	cliché	and	unrealistic.	(When	we	look	in	a	mirror,	
we	think,	“My	hair	looks	nice	today”	not	“my	hair	is	brown.”)	Find	other	ways	to	weave	in	a	character	
description	(“I	took	off	my	hat	and	my	curly	hair	stuck	out	every	which	way.”).	Exception:	if	a	character	
has	endured	some	trauma.	(“I	looked	in	the	mirror	and	saw	was	startled	by	the	gash	above	my	eyebrow	
and	the	fact	that	my	normally	pale	skin	was	blotchy	red.”)		
	
•	Are	my	protagonists	active	or	passive?	
A	passive	character	has	things	happen	to	him.	An	active	character	makes	things	happen.	The	problem	
with	a	passive	character	is	that	he	has	no	agency	or	authority;	bad	things	happen,	but	he	doesn’t	do	
anything	about	them.	This	is	frustrating	for	readers.	(Example:	John	has	a	scholarship	to	culinary	school	
but	is	always	broke.	His	lack	of	money	continues	to	plague	him,	but	he	never	tries	to	get	a	better	job	or	
renegotiate	his	scholarship	or	do	anything	to	change	his	situation.)			
	
•	Does	every	scene	serve	a	purpose?	
“A	scene/interlude	couplet	moves	through	four	stages:	goal,	setback,	reorientation,	and	decision.	In	
other	words,	the	character	will	seek	something,	fail	to	get	it,	process	what	happened,	and	proceed	in	a	
new	direction.	
	
“Seek.	Fail.	Process.	Proceed.”	–	Steven	James,	Troubleshooting	Your	Novel	
	
Every	scene	in	the	book	must	do	something	to	advance	the	story.	If	at	the	end	of	the	scene,	nothing	has	
changed	from	the	beginning	of	the	scene,	that	scene	can	likely	be	cut.	(Cut	boring	scenes.	if	you	think	
the	scene	is	boring,	your	reader	definitely	will.)	What	Steven	James	calls	interludes,	other	writing	
teachers	call	sequels.	You	may	have	heard	the	term	scene	and	sequel,	and	that	is	exactly	what	that	is:	
the	scene	is	when	the	character	seeks	something	and	fails	to	get	it,	and	the	interlude	or	sequel	is	when	
the	character	processes	that	and	chooses	a	new	direction.		
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Scene:	Detective	goes	to	interview	the	man	he	is	certain	is	a	suspect.	Suspect	quickly	disproves	
Detective’s	theory	of	the	crime.	Sequel:	Detective	reevaluates	the	evidence,	find	something	he	missed	
previously,	and	changes	his	mind	on	how	to	proceed.	
	
Purpose	goes	double	for	sex	scenes.	Never	include	a	sex	scene	just	because	it’s	page	100	and	it’s	time—
a	sex	scene	should	do	something	to	move	the	story	forward,	either	by	showing	how	the	relationship	
between	the	characters	is	changing	or	by	revealing	something	crucial	about	a	character.		
	
•	Are	the	stakes	high	enough?	
This	can	vary	depending	on	theme	and	sub-genre.	The	stakes	in	Star	Wars	are	really	different	than	
Clueless,	for	example.	But	you	want	your	reader	to	get	invested	in	the	story’s	outcome,	so	the	stakes	
have	to	be	high	enough	to	keep	the	plot	moving	forward	and	for	your	reader	to	care	how	it	turns	out.	
Consider	what	your	character	wants:	does	he	want	to	find	the	murderer;	become	a	chef;	fall	in	love;	
save	the	galaxy?	What	prevents	him	from	getting	what	he	wants?	Is	it	something	that	can	be	easily	
overcome?	(The	problem	gets	fixed	with	a	five-minute	phone	call?)	Then	the	stakes	aren’t	high	enough;	
that’s	not	a	compelling	enough	conflict	to	keep	your	reader	reading.	Consider	John,	who	wants	to	be	a	
chef.	If	the	only	thing	preventing	him	from	getting	that	is	that	he	has	to	finish	culinary	school,	that’s	kind	
of	a	boring	stake.	If,	however,	he	made	a	huge	mistake	in	culinary	school	and	embarrassed	himself	so	
badly	that	now	no	restaurants	will	hire	him,	he	has	a	bigger	problem	to	solve.	Or,	Is	there	a	dilemma?	If	
the	hero	has	to	choose	between	two	good	things,	that’s	not	much	of	a	dilemma,	but	if	the	hero	faces	
two	terrible	choices,	that’s	pretty	compelling.		
	
By	the	same	token,	don’t	pile	on.	Is	there	too	much	at	stake?	John	doesn’t	also	need	to	be	an	alcoholic	
with	dead	parents	and	an	abusive	ex	in	order	to	be	a	compelling	character.	One	of	those	things	would	be	
enough	to	keep	the	story	moving.	Or,	if	he	has	too	many	problems	to	solve—his	relationship	is	in	
jeopardy,	he	could	lose	his	job,	there’s	a	bad	guy	after	him,	he’s	fighting	with	his	parents,	and	he’s	just	
learned	he’s	allergic	to	shellfish—that’s	too	much,	and	it	could	confuse	the	reader	or	divide	her	
attention.	Any	two	of	those	things	(well,	maybe	not	the	shellfish)	would	be	enough.		
	
•	Is	the	pacing	right?	
Pacing	is	really	the	speed	at	which	the	reader	experiences	the	story.	Action-packed	stories	should	
“move”	faster,	for	example.	Keep	in	mind,	dialogue	tends	to	be	faster	paced	than	description.	Shorter	
sentences	can	speed	up	the	pace,	too.	Here’s	where	exposition	can	foul	you	up	again—stopping	to	
explain	or	describe	something	necessarily	stops	the	forward	action	of	the	story.	One	way	to	help	with	
pacing	is	to	think	about	what	you	can	convey	through	action	or	dialogue	so	that	you	don’t	have	to	stop	
the	action	to	explain.		
	
•	Is	the	tone	consistent?	
Think	about	the	language	you’re	using	throughout.	Word	choice	is	really	something	addressed	in	the	
editing	phase,	but	if	we’re	taking	a	holistic	approach,	consider	scenes	that	seem	out	of	line	with	the	
overall	mood	or	tone	of	the	novel.	(Sex	scenes	can	be	a	trap	in	this	way.	Many	writers	suddenly	change	
tone	when	the	characters	get	naked.	Obvious	example,	but	if	you	avoid	profanity	and	then	throw	
around	a	lot	of	four-letter	words	in	a	love	scene,	that	can	be	jarring	for	the	reader.	Or,	if	you	have	a	
character	who	is	very	buttoned	up	but	the	sex	scenes	from	his	POV	are	super	raunchy,	that’s	something	
to	reconsider.)	Also	think	about	how	the	tone	conveys	your	meaning.	Thinking	about	sex	again,	if	the	
scene	is	meant	to	convey	something	emotional	developing	between	the	characters,	the	language	should	
be	different	than	if	the	characters	are	just	getting	down	and	dirty	in	the	men’s	room	at	the	club.		
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•	Is	the	dialogue	realistic?	
This	is	connected	to	the	setting	in	some	ways—dialogue	can	tell	us	a	lot	about	where	the	characters	live,	
their	level	of	education,	their	age,	etc.	So,	first,	Do	the	characters	sound	different	from	one	another?	
You	and	I	don’t	speak	the	same	way,	so	your	characters	shouldn’t	either.	You	can	also	use	dialogue	as	a	
way	to	convey	information	about	your	characters.	Fine-tuning	dialogue	is	something	you	might	do	in	the	
editing	phase—making	sure	it’s	clear	who’s	speaking,	getting	the	word	choice	just	right,	etc.—but	at	this	
point	you	can	make	sure	the	dialogue	isn’t	too	much	of	an	info	dump	(avoid	“Well,	as	you	know,	Bob…”),	
but	also	that	the	dialogue	serves	a	specific	purpose	(avoid	BOGSAT:	“bunch	of	guys	sitting	around	
talking,”	or	characters	chatting	with	no	stakes	or	purpose).		
	
Also,	be	wary	of	including	long	blocks	of	dialogue	or	long	blocks	of	text.	Use	prose	and	dialogue	to	break	
these	up	for	easier	reading.	For	example,	include	body	language	in	a	conversation	to	convey	a	
character’s	emotions,	or	interrupt	a	long	expository	paragraph	with	a	character	muttering	out	loud	to	
himself.		
	
•	Are	the	characters	and	the	plot	related?	
Just	as	nothing	is	an	accident,	nothing	should	be	incidental.	The	plot	shouldn’t	happen	outside	of	who	
the	characters	are.	Good:	A	firefighter	gets	injured	in	the	line	of	duty,	and	the	plot	revolves	around	her	
recovery.	Bad:	A	firefighter	moves	to	a	small	town	and	starts	playing	tennis	to	impress	a	cute	guy.	(See	
how	the	plot	relates	to	the	character	in	the	first	example?)	(Also,	the	conflict	needs	to	go	beyond	
identity.	If	you	removed	gender	and/or	race	from	the	story,	are	you	left	with	another	conflict?	If	no,	
rethink	the	conflict.)		
	
•	Are	the	protagonist	and	antagonist	well-rounded	or	cardboard?	
The	antagonist	in	particular	can	be	a	villainous	villain,	a	mustache-twirling	evil-doer	with	no	soul.	But	the	
more	compelling	antagonist	is	one	who	has	clear	motivations	and	who	stands	as	a	good	foil	for	the	
protagonist	specifically.	The	villain	is	the	hero	of	his	own	story.		
	
•	Are	there	dangling	loose	threads?	
“Remove	everything	that	has	no	relevance	to	the	story.	If	you	say	in	the	first	chapter	that	there	is	a	rifle	
hanging	on	the	wall,	in	the	second	or	third	chapter	it	absolutely	must	go	off.	If	it's	not	going	to	be	fired,	
it	shouldn't	be	hanging	there.”	—Anton	Chekhov	
	
A	loose	thread	could	mean	that	there	are	plot	points	that	never	get	resolved—a	subplot	involving	a	side	
character	never	gets	wrapped	up—but	also	smaller	danglers.	As	in	Chekhov’s	example,	if	a	character	
mentions	having	a	gun	in	chapter	1,	there	should	be	some	payoff	involving	the	gun	later	in	the	book.	Or,	
if	grandma	sneezes	on	page	28,	she	should	fall	ill	later	in	the	book.	If	details	like	this	don’t	have	any	kind	
of	follow	through,	they	don’t	belong	in	your	book	and	should	be	cut.		
	
•	Is	the	climax	gripping	or	emotionally	resonant?	
The	climax	should	be	the	most	exciting	scene	in	your	story.	If	you	tie	things	up	with	a	bow	and	a	few	
words,	the	ending	will	disappoint	your	readers.	The	climax	is	the	moment	when	all	of	the	elements	
come	together,	when	everything	comes	to	a	head,	and	the	protagonist	is	spurred	to	action.	It	may	feel	
like	all	is	lost	or	there’s	no	way	out,	but	the	protagonist	must	find	a	way	to	solve	the	conflict	and	must	
do	it	him/herself.		
	
•	Does	the	ending	feel	earned?	
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Have	you	ever	gotten	to	the	end	of	a	romance	novel	and	not	really	bought	that	the	characters	would	live	
happily	ever	after?	That	novel	had	an	unearned	ending.	If	story	starts	when	the	status	quo	is	
interrupted,	then	the	ending	is	really	the	beginning	of	the	new	normal.	The	ending	should	feel	honest,	
even	if	it’s	messy,	and	so	should	be	authentic	to	the	characters:	Did	the	characters	change	enough	over	
the	course	of	the	book?	Did	those	changes	just	happen,	or	is	there	enough	struggle?	What	does	this	
ending	cost	the	characters?	What	do	they	gain?	It’s	not	enough	to	just	state	characters	are	in	love	now	
and	so	everything	will	be	all	right,	you	have	to	show	that	their	love	is	genuine.		
	
Step	3:	Get	in	there	and	revise!		
Elizabeth	Lyon	(Manuscript	Makeover)	says	all	revision	processes	are	different,	but	the	common	
elements	of	any	revision	are:	add,	delete,	rearrange,	enhance,	transform.	I	can’t	tell	you	what	to	do;	
you’ll	have	to	devise	your	own	process.		
	
Tips:	
	
•	Everyone’s	process	is	different,	so	choose	what	works.	Some	authors	like	to	set	down	the	bones	of	
their	story	in	the	drafting	phase	and	then	flesh	it	out	in	revision.	(This	can	work	well	because	authors	
typically	know	their	characters	better	after	they’ve	written	a	draft.)	Other	authors	prefer	to	get	as	much	
right	in	the	first	draft	as	they	can	and	use	the	revision	phase	to	fix	things.		
•	Create	a	copyeditor’s-style	list	with	names/physical	characteristics	of	every	character	(for	consistency);	
place	names;	other	important	pieces	of	information	or	references.	(Helps	with	continuity.)		
•	It	may	be	helpful	to	study	plot	structures	(5	act,	hero’s	journey,	Save	the	Cat,	etc.)	to	get	a	feel	for	how	
your	story	is	structured.	Some	authors	find	it	helpful	to	make	retroactive	outlines	to	help	them	
reorganize	the	text	of	their	novel.		
•	Do	at	least	two	revision	passes.	On	the	first	pass,	just	read	the	manuscript	and	make	notes	of	things	
you	need	to	fix	(either	from	the	above	list	of	questions	or	other	things	you	notice).	Try	to	be	as	objective	
as	possible	during	this	first	read	through,	reading	as	if	you’re	a	reader,	flagging	things	that	aren’t	
working	or	that	you	want	to	fix.	On	the	second	pass,	implement	the	changes	you’ve	decided	on.			
•	If	you	get	feedback	from	others,	here’s	some	advice:	try	not	to	be	defensive,	but	also	don’t	necessarily	
take	the	suggestion.	Basically,	sit	and	think	on	any	comments	you	receive	and	evaluate	each	one	in	the	
context	of	the	story.	Some	insights	will	help	improve	your	book.	Others	can	be	ignored.	But	give	each	
the	benefit	of	the	doubt.		
•	Revision	takes	as	much	time	as	it	takes.	Events	like	NaNoEdMo	may	work	for	some	writers	as	an	
incentive	to	get	in	there	and	make	revisions,	but	some	books	can	be	revised	in	a	week,	some	take	a	
month	or	longer.	It’s	so	variable	that	forcing	yourself	into	a	schedule	will	just	lead	to	frustration.	Don’t	
give	it	short	shrift—sure,	the	first	draft	is	the	fun	part,	but	this	is	the	time	when	you	really	get	in	there	
and	make	sure	your	book	is	as	good	as	it	can	be.		
	
Resources:	
	
The	irreverent	Chuck	Wendig,	with	revision	advice:	
http://terribleminds.com/ramble/2017/01/10/heres-how-to-finish-your-revision-you-filthy-animal/	
Story	Genius	by	Lisa	Cron	(not	about	revising,	but	useful	for	understanding	the	building	blocks	of	story)	
Romancing	the	Beat	by	Gwen	Hayes	(also	not	about	revising,	but	structure	for	romance	novels)	
The	Emotion	Thesaurus	by	Ackerman	and	Puglisi	(your	best	friend	to	help	show,	not	tell)	
Manuscript	Makeover	by	Elizabeth	Lyon	
Troubleshooting	Your	Novel	by	Steven	James	


