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Putting It All Together 

Issue # 16 
July/August, 2003 

Featuring an Interview  
with  

Stephe Pagel of Meisha Merlin Publishing 

Special thanks to Ellen Wright for her work as copyeditor for yet 
another issue! 

W
elcome to the sixteenth issue of Holly Lisle's Vision: A 

Resource for Writers.  It's hard to believe that we've 

published that many issues!  This issue is an interesting 

collection of material from a POV workshop to learning the Dvorak 

keyboard.   

Doing a publication of this type, and so often, means that I'm always 

http://www.lazette.net/Vision/Issue 16/interview.htm
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in need of articles on writing.  If any of our readers have something to 

share on the subject of writing -- any aspect of it, from actual writing 

to writing lifestyles -- I'd love to see them.  Many of our contributors 

have their first publication credits here -- so don't let that stop you.  If 

you have anything that you think might help another writer, or that 

you'd like to share about your own writing-world, consider writing a 

short article and sending it along. 

The themes for the coming year will follow the creation of stories, from 

imagining the characters all the way to submitting the finished 

product.  If you have an insight on any of the following subjects, 

please consider writing us an article (500-2000 words): 

September/October -- Revising (Deadline, August 1, 2003) 

November/December -- Submissions and Rejections (Deadline, 

October 1, 2003) 

(Check out our Guidelines for more information -- and remember 

that we're always looking for articles that are writing related in 

anyway. The themes are only part of each issue!) 

 

 

http://www.lazette.net/Vision/guidelines.htm
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Welcome 

H
ow much do you think about writing, and how much do you 

actually write? 

Odd question?  It's one I've found myself asking myself 

lately. 

I think about writing a lot.  I consider the process, the techniques, the 

words themselves; writing is something I find endlessly interesting, 

like watching a kaleidoscope with an infinite number of little sparklies 

and doo-dads in it that keep combining in better and better patterns.  

The whole process is a lot of fun to think about. 

As long as I'm working on nonfiction, that is.  If I think about the 

process while I'm writing fiction, I fall flat on my face. 

For me, writing fiction is about doing, not thinking -- about trusting my 

fingers and my subconscious to get in there and work with my 

conscious mind to produce something good.  I sink into the story, and 

for a while, I don't come back out.  And when I'm done writing fiction, 

I go back and read over work that could almost have been written by 

someone else.  I can see my hand in it, but there's something else 

going on there, too; a synthesis of parts of me that I can't get at any 
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other way.  I certainly can't get to it by thinking about it.  Only by 

doing it. 

If you're stalling out on your writing and analyzing what you're doing 

to see where you're falling down, my best suggestion is a Zen one.  

Chop wood.  Carry water. 

Just put words down on paper.  Any words.  Crappy words.  Stupid 

words.  Put them on paper, and keep putting them on paper, and tell 

your mind to shut up for a bit.  Analysis is for later, after you've 

written, when you don't need the help of your shadows. 

Enjoy this month's issue.  I think you'll find much that is useful, much 

that is inspiring ... and yes, much that is practical. 

But in between advice and inspiration, find some time to just write. 

Holly Lisle 
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Just Do It 

I
n this issue we're talking about doing the actual work.  You 

know -- the stuff that goes beyond thinking up neat characters 

and drawing maps of every known city in your universe.  The 

work is the part where you sit down and write. 

No matter how much background work you do (or don't do), or how 

fast you type, or what program you use to work on -- in the end, you 

have to write the story.  Great character creation, worldbuilding, and 

massive outlines are not going to make a story. 

You have to do it. 

Some people find the idea of actually writing the story frightening. 

They'll do all the pre-work forever, as long as they don't have to 

commit to producing a product. 

But that's to you, right?   

There is no substitution for creating the stories.  Nothing else you do 

will make those stories appear.  You have to write. 

I love to write stories.  It's what I do most often, and what I choose to 
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do even when I don't have to.  Sitting down and pulling all the 

material together to write is not a problem for me.  I write every day, 

and even when I'm not writing, I'm often thinking about writing. 

Gather up all your character sheets, your outlines and your maps and 

sit down to tell your tale.  No one else will tell the story but you. 

You are a writer.  Go to it. 

Zette 
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Workshop: Time and First Person 

By Holly Lisle 

©2003, Holly Lisle 

W
hen you're writing in the third person, you're generally 

doing it in the past tense.  Wagner ran to the store and 

picked up a carton of milk, three boxes of lime Jell-o, 

and a box of rat poison.  And the issue of when the story is being told 

doesn't really come into play.  It happened at some point in the past, 

and it involves Those People.  Fine. 

Writing in the first person and keeping track of story time is another 

kettle of fish, and one that, like the soup presented to me when I was 

a kid in Alaska once, contains things like eyeballs.  And fish heads.  It 

can get pretty messy.  (And disturbing, to stretch an already icky 

analogy to the breaking point, but I have been dying to use that fish-

head soup for something since I was nine years old, and the time has 

come.) 

First person is what I'm writing right now.  I'm talking directly to you, 

and because this is a technical article, and it concerns what I'm doing 

right now, it's in the present tense.  It's my present when I write it, 
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and it will be your present when you read it, so we have a nice 

immediacy here that would be hard to duplicate in any other way. 

But what if the "I" you're reading is the "I" of a character's voice?  

When is that I talking? 

For short stories, probably once the story is over.  This horrible thing 

happened to me, and here is how it happened, and here is how I 

survived.  Survival is a foregone conclusion because the person telling 

the story is ... well ... telling the story.  Unless he's telling it as a ghost 

(and that has been done, and well) he's alive.  But even if he is telling 

it as a ghost, some part of the narrator has survived. 

Novels become a bit trickier.  I've just finished up the first fourth of 

the novel Talyn right now, and I have to keep the narrator's time 

clearly in mind.  The book is epic in scope and scale ... and size.  It will 

be 1200 pages long in finished form, and if I were to have Talyn 

narrate the book from the end of it, she would have to have an even, 

rather omniscient view.  She would know how it all turned out before 

she even started telling the story, and in order to make her an 

unreliable narrator, I would have to make her a liar.  Talyn is brutally, 

bluntly, embarrassingly honest.  That wouldn't work.  So as she starts 

telling us what is happening at the beginning of the story, she cannot 
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yet know the twists and turns she is going to have to survive to make 

it to the end. 

And this is where time comes in.  How much time has passed for her 

when she starts telling us about what has happened? 

I did not want to have her narrating events in the present tense 

because, frankly, I think twelve-hundred pages of "I look around me, 

sword in hand, and realize that I can't identify a single face in the 

crowd" would drive me bonkers as a writer.  I hate to think what it 

would do to a reader.  So I had to have some lapse between when 

events happened and when Talyn told of them.  I decided that the 

shortest amount of time that could pass from when an event happened 

to when she talked about it would be enough time for her to reach a 

place where she could reasonably sit down and talk to someone about 

the event.  The person she's talking to is you, of course, but she's had 

at least a couple of minutes to get away from the action and catch her 

breath.  That way dialogue will still be fresh in her head and she can 

be expected to report it with reasonable accuracy, details of scenes 

will still be crisp, and she will still be carrying enough emotion from the 

events that just occurred to react emotionally to them without looking 

like a nutjob.  I'm using this time reference for scenes that are 

personal and small in scope and close-in -- arguments and sex scenes 
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and events that move the plot forward in little increments. 

The longest time between an event happening and Talyn reporting it, I 

decided, would be several months.  That way, when sweeping, 

impersonal events take place that require a bit of distance so that both 

narrator and reader can see them clearly, Talyn can compress those 

events into a few concise paragraphs without us having to live through 

the tedium of months with her. 

But that's as far as I'll let her wander.  Talyn can only move through 

her story's universe in small to medium steps.  With any gap longer 

than about three to four months, she doesn't know about it because in 

her time, it won't have happened yet. 

By keeping her steps small and her time limited, Talyn can take the 

reader along with her as she moves through her life, and the reader 

does not know more about what is happening to her than she does 

most of the time.  At intervals, I do drop into third person and into the 

head of one of several secondary point-of-view characters whose lives 

will intersect with Talyn's.  This has the effect of permitting the reader 

to occasionally get an idea that a collision is coming before the 

narrator does, without the narrator looking like an idiot for not having 

seen it coming, too.  Fun for suspense, doesn't mess up Talyn's voice. 
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So.  How do you decide on a time reference for your first person 

narrator's voice? 

Here are a few questions to help you figure out when your character is 

telling his story: 

1.    Does your narrator change in the story? 

Sometimes the narrator is the person witnessing changes, but 

does not change much himself.  In that case, he can know the 

whole story when he starts telling it; his change will only be 

an incidental part of what happens, and will not have to be 

shown incrementally over time.  

2.    If yes, how much does your narrator change?  In the 

holding of a single opinion?  By one big trait?  Does 

almost everything your character holds true fall away, 

leaving him almost a new person? 

If the narrator changes only a little -- only in one way -- then 

again, his change can be shown by simply showing how he 

acts at the beginning and how he acts at the end.  For a 

single change, we do not really have to hear his voice stating 

facts or beliefs that he will later discover are wrong or that he 

will later put aside.  We will not have to have him crash into 
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walls and bloody his nose in front of us because he is wrong 

but believes he is right. 

For stories that cover more change than a single personality 

point, however -- for fundamental changes in the character's 

very being -- we need a shortened time reference so that he 

can first be wrong while presenting the world to us as his 

truth, and then can discover, while we're with him, that he's 

wrong, and can then go about rebuilding himself based on 

new evidence.  The more the character will change, the 

tighter your time reference needs to be. 

 

  

3.    What period of time does your story cover?  An 

hour?  A day?  A year?  A lifetime? 

It's easier to allow a character to know the ending of a story 

while telling the beginning (and not fall into the tedium of "I 

remember back when I was a child, and we had to walk 

through the snow in our bare feet to get to school ...").  If 

you're covering extensive ground, and you don't want to 

spend a great deal of time in what is, to your character, 
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reminiscence about ancient history, shorten his time 

reference. 

  

4.    How much of what happens does your narrator need 

to NOT know as he's telling his tale, and do you have 

any means besides limiting his time reference to keep 

him from knowing it?  Does he, for example, have 

amnesia?  Alcoholic blackouts?  Multiple personalities? 

The first part of this is going to be answered by what an evil 

person you are.  Are you planning all sorts of nasty surprises 

for your poor lead?  If so, you'll want a short time reference 

so the reader can have the fun of watching your character 

step into your carefully placed tiger traps and blow up your 

landmines.  Is your character telling a sweet story about his 

odd relatives and their bizarre behavior?  A longer time 

reference will do just fine, no matter how long the book is or 

how much time it covers. 

And if you're doing a novel that requires suspense but you 

have handicapped your narrator in some way, either by 

selective removal of memories or by some other method of 
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keeping information from him, you can afford a longer time 

reference if you want one -- by virtue of your manipulation of 

his abilities to narrate honestly, you've giving yourself an out 

on maintaining suspense. 

5.    Do you have other means besides the narrator's 

voice for conveying essential story information?  For 

example, can you make use of clips from letters or 

diaries, televised news, newspaper articles, or other 

external sources that the character can read? Can you 

place any portion of your story in another character's 

head or another point of view? 

 

If you have alternative means of relaying essential backstory, 

you can shorten your character's time reference down to right 

here, right now.  You can also use the immediacy of a very 

short time reference to allow your character to discover a 

world that is new to both him and the reader.  

Time is an essential part of any story, but with stories told in the first 

person, it takes on unique characteristics as a gatekeeper of 

knowledge and the controller of suspense.  If you're writing in the first 
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person, take the time to think about time.  



Holly Lisle's Vision        20 
Issue # 16 
July/August, 2003 

 
 

Bending the Rules of Publishing:  

An Interview with Stephe Pagel  

of Meisha Merlin Publishing 

Interviewed By Lazette Gifford  

©2003, Lazette Gifford 

  

Meisha Merlin's Website  

S
tephen Pagel is the co-founder (along with award winning 

artist Kevin Murphy) and Senior Editor for Meisha Merlin 

Publishing, Inc., one of the hottest new independent printing 

houses in the US. At a time when most publishing houses seem to be 

ignoring mid-list writers in hopes of the big strike, Meisha Merlin 

blazed a trail in trade paper sales with a combination of new stars and 

old favorites.   

Stephe has been involved in publishing on both sides of the line -- as 

the editor of an award wining anthology series, as the genre buyer for 

http://www.meishamerlin.com/
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Barnes and Noble, and now as the senior editor for an entire company. 

Stephen Pagel has proven in each case that he understands the 

market and what readers are looking for in genre stories.  He's taken 

the chances that the big print houses no longer consider worth the 

risk. 

  

Vision: Start by telling us about yourself and your background in the 

world of publishing, and how that affected what you do now. 

Stephe: I loved reading as a kid and was very lucky to have parents 

who supported it. Each year while I was in grade school my 

parents would meet with the school librarian and give them 

a note saying I could check out any book in the school 

library, regardless of age restrictions, as long as I could 

read a majority of the words on the first page. It was in grade school 

that I discovered Asimov, Bradbury, and Heinlein. In High school I 

made a deal with my English teacher each semester, to read two 

books for each book they had listed on their required reading list and 

do the required book report, as long as I could choose my own books. 

Since almost all the books I wanted to read were at least twice as long 

as the books on their list, they agreed to let me do it. 
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I attended my first convention in 1974. I started as a part-time 

employee in a book store in 1981 and in 1988 became a manager. 

From 1991 through 1995 I worked at B&N’s corporate office in NY as 

the National Buyer for SF/F/Role Playing, controlling those sections in 

roughly one-thousand stores nation-wide and about thirty-seven 

percent of the market. In 1995 I moved to Atlanta, Georgia to work for 

White Wolf as their Sales and Marketing Director for the chain stores. 

In 1998 I left White Wolf to devote my full time to running Meisha 

Merlin. 

In 1996 Nicola Griffith and I created The Bending the Landscape 

anthology series. Our contract was for three volumes: Fantasy, 

Science Fiction, and Horror. We won the Lambda Literary Award for 

best Science Fiction / Fantasy work published in 1997 and received the 

World Fantasy Award for Best Fantasy Anthology of 1997 for the 

Fantasy edition. For the Science Fiction edition we won another 

Lambda and the Spectrum Award and the following year won our 

second Spectrum Award for the Horror edition. 

So as you can see I have been involved in almost every aspect of 

publishing, except for writing. In 1993 I met the artist Kevin Murphy at 

a convention and was invited to attend an art exhibit he was doing. 

Over the next several years we talked about publishing and the need 
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for an independent publishing house. It was through those talks, 

especially at the bar at different conventions with writers and other 

artists, that the concept for Meisha Merlin was born. 

Vision: Locus once called you 'The most powerful man in Science 

Fiction.'  Have you used that power for good? 

Stephe: That is not a question I can truthfully answer. I feel so, but of 

course, I’m ‘slightly’ swayed by my own opinion. That is a question for 

others to answer. 

Vision: What inspired you and your partner to create Meisha Merlin 

Publishing? 

Stephe: First I need to clear up a misconception. I have always 

referred to Kevin as my partner in reference to Meisha Merlin. Since I 

am gay, many people have assumed that we are also a couple and we 

are not—Mia, his wife, thankfully has a great sense of humor!  

Kevin and I felt there was a section of the genre readers that were not 

finding the type of books they wanted to read. The major New York 

houses, due to very realistic financial reasons, must reach a wide 

reading audience. To do that, certain styles, sub-genres, and types of 

books are not reasonable for them to publish. We decided that an 
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independent publishing house, located outside of New York, with a 

small staff could publish those types of books profitably.  

Vision: You have created a viable publishing house outside of New 

 has location affected your business? York. How

Stephe: Being in Atlanta, things are less expensive: our 

rent, utilities, shipping, and as the hub for Delta, airfare. You 

also get a different perspective of the field being outside 

New York. In readers’ minds we are more approachable. 

Traveling to conventions is a lot easier. We have a van and load it up 

two to three times a month to attend cons. 

Vision: Tell us about your co-founder, Kevin Murphy, and how his 

vision of the art department is different from what is normally found at 

publishing houses. 

Stephe: Besides being an award-winning artist in the genre, Kevin has 

also worked for major companies outside the field of publishing. He 

has done work for Lucasfilms, National Geographic, Viacom, Virgin 

Records, and MTV. In 1996 he was commissioned to do the cover for 

Bridges to Babylon, the next Rolling Stones CD. It was released in 

1997 and Virgin Records draped a forty-five by sixty-five foot banner 

of his cover off the Brooklyn Bridge. (Needless to say Kevin was quite 
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impossible to deal with for a while!J) 

As an artist, one of the things Kevin considered important is that 

artists also have the right to earn royalties on their work, so Meisha 

Merlin pays artists as well as authors an advance against royalties. 

Since Kevin knew a lot of the artists in the field, he was able to match 

up artists to projects better. He knows which artists want to read the 

full manuscript, or want to discuss cover concept with the authors. 

Another decision he made as art director is that Meisha Merlin would 

NOT create a Meisha Merlin look for their covers. Each title would get 

the type of cover that best represents the book and not have to fit into 

a scheme or style that all Meisha Merlin titles adhered to. 

Vision: What does the position of Senior Editor entail?  What's a 

normal working day like for you?  

Stephe: A senior editor is the person responsible for buying the titles 

for a publishing house. Right now all submissions by a known author I 

read. Alan, Meisha Merlin’s marketing guru, reads the general 

submissions forwarding on to me any he thinks I would like to see. 

As for normal…? Since Meisha Merlin is an independent publishing 

house we all do several jobs at once. Until two years ago I did it all, 

except for art direction and cover layout. Still today during the days I 
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do more administrative jobs. It is not until everyone goes home 

around five that I start being an editor and reading submissions or 

correcting manuscripts. I’m usually up around ten in the morning and 

crash out around four or five the next morning. Luckily getting about 

five hours of sleep is enough for me. 

Vision: Meisha Merlin Publishing has brought back to print some very 

popular writers and series (Lee and Miller's Liaden Universe® Books, 

Robert Asprin's Myth series) as well as great books from new writers 

like Selina Rosen and Mark Tiedemann.  You are about to release the 

very popular Sime~Gen novels by Jean Lorrah and Jacqueline 

Lichtenberg.  Is this a pattern that will be repeated, or have you 

already recruited all the backlist/OOP authors that you want? Do you 

think there are many more 'older' books you are likely to reprint, or do 

you think you'll spend more time with new works? 

Stephe: Meisha Merlin will always be a mixture of 

revitalizing series, new authors, and stand alone novels. At 

any given point I am talking to five or six authors about 

reprinting an older series along with new titles in that series. 

Sometimes it works out and sometimes, due to various reasons, we do 

not come to an agreement and are able to sign contracts. Finding new 

authors is a treat for me. To be reading a submission and have it hit 
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just right with me is always fun.  One such example is UNREAL CITY, 

the first novel by Daniel Abraham, a young writer with a number of 

short stories to his credit.  It’s a fantastic book that we’ll be releasing 

in January 2004.  The hardest part is keeping quiet about it between 

the time I read the work and we sign contracts so I can talk about it 

publicly. 

There are more titles I want to print than I have time for. To add more 

titles to our line-up without adding in the marketing and promotional 

time and money creates lost books. If we do not let readers know 

about a great book, they are unaware of it and it gets lost on the 

shelves. It is a constant balancing act between what I CAN do and 

what I WANT to do. Being a Gemini I always want to do more! 

Vision: Beyond your work as an extraordinary publisher, you've 

personally won awards for anthologies you've edited.  (Notably the 

1998 World Fantasy Award Winner, Bending the Landscape: Fantasy, 

ed. With Nicola Griffith.)   Tell us about them. Do you have plans to do 

any more of this type of work? 

Stephe: Right now both Nicola and I are very busy with our current 

projects. Putting together an anthology is very time 

consuming. I was the initial reader for the Bending the 
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Landscape books. We knew we had space for around twenty to 

twenty-five stories, depending on the lengths. I read about six to 

seven-hundred stories for each volume. Once we decided on the 

stories we wanted, we had to write up contracts, discuss rewrites with 

authors, decide on the order of the stories, and do the final editing.  

As always if the right project comes by, along with the right amount of 

advance to get the types of stories we want, we MIGHT be persuaded 

to do another anthology…MIGHT. 

Vision: What do you think has made Meisha Merlin Publishing 

successful in a market where trade paperbacks usually don't do as well 

as mass market? 

Stephe: This is tough! Of course I would like to say that I am a 

brilliant editor who only buys perfect manuscripts. Since I can’t say 

that and keep from cracking up, I don’t expect others to believe it. (If 

there are those who do, please contact me I have some swampland to 

sell you.) There are a lot of factors: Meisha Merlin’s presence at 

conventions, my choice of titles, Kevin’s working with the artists to 

create dynamic covers, some grass roots marketing, and some luck. 

A major factor for Meisha Merlin’s success is that both Kevin and I had 

‘paid our dues’ in publishing. Both of us had been in the business end 



Holly Lisle's Vision        29 
Issue # 16 
July/August, 2003 

 
 
of publishing. When we started Meisha Merlin we knew a lot of the 

pitfalls and problems in starting a new publishing house. Also we both 

knew a lot of people in the business. I was able to talk to major 

authors and get quotes, blurbs for our earlier titles. Quite a few of the 

author’s agents knew me and were willing to take a risk on a brand 

new company. Kevin knew some of the largest names in the 

illustration business. They were willing to work for us because they 

knew him.  

Also I think the fact we do not create disposable books is a major 

factor. All out books are printed on an acid-free paper with solid 

permanent black ink. Our covers are laminated, to help stop curling, 

and UV coated to help stop fading. We use a type of glue on the 

binding that does not go brittle, thus holding the book together a lot 

longer. Our hard covers are smith sewn, instead of just glued. Our 

books are to be reread over and over without falling apart. 

Vision: Meisha Merlin Publishing is a huge presence at many 

conventions, and I see that you and your associates are almost always 

on the road to somewhere. Is that simply supporting the conventions, 

or is it good business? 

Stephe: As I said we usually do several cons a month, about twenty-
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five to thirty a year. Since we are doing titles that we think the genre 

readers and convention attendees want to read it is only reasonable 

that we attend as many cons as we can. Is it always ‘good business’? 

That depends on your definition of ‘good business’. If you mean 

‘profitable, dollar-wise,’ no, not always. It takes a lot of time, money, 

and energy to attend that many cons each year. We do not always 

make money or even break even at each con. When we get back we 

do a lot a scrambling to get caught up on e-mails, orders, and a million 

other things that happened while we were away. 

On the other hand if you mean ‘keeping up with what your target 

audience is reading, getting suggestions from them on what they want 

to read and can not find, what series is out-of-print and they want 

back in print, learning of new trends, meeting and talking to new 

authors, and, most importantly, reminding ourselves why we are doing 

this,’ then YES it is great business. 

Vision: Tell us about your new agreement with Embiid books to 

release Ebook versions of Meisha Merlin Publishing publications. Do 

you see ebooks as a major portion of the future for Meisha Merlin 

Publishing?  

Stephe: Meisha Merlin E-books is being distributed by Embiid. E-books 
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is an area that I have been asked to get into, both by authors and 

readers. Several factors were looked at that made Embiid the perfect 

match for us. Unfortunately I did not have the time to research and 

create a totally separate company for our e-books as I wanted to do 

them, without giving up the control of our titles. With Embiid, Meisha 

Merlin chooses the titles that we want to publish and they then 

distribute them for us. We will be doing two titles per month starting in 

September or October. We will release some of our new titles three 

months in advance on e-books. Our program will be a mixture of old 

and new titles. 

We are working with Embiid on new ways of selling and marketing e-

books. We plan to start some of these new programs sometime in 

2004. 

Vision: Forward Motion is an ezine primarily for writers, so if you don't 

mind, could you give us some insights to help readers understand the 

'other side of the writing business?'  

Stephe: There is a whole world going on behind that curtain 

called publishing. Sales, marketing, returns, contracts, chain 

stores, independent stores, online selling, shipping, 

printing… To go into what all it takes to get that book onto a 
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shelf, solid or virtual, so you can buy it would be an entire interview in 

itself. 

One thing I would like to mention that I quit doing after I got into the 

business of publishing: I always used to lend out my books to others, 

some times the same book to four or five times. Often at cons I hear 

fans tell an author that they lent their book out tons of times. I know 

this is meant as a compliment and it is taken as so. Yet to the author, 

and to the publisher, it means lost sales. For an author at a New York 

house where sale numbers are so very important in getting another 

contract, to an author at an independent publisher who really needs 

every sale to compete against the larger houses for attention in the 

genre magazines and bestseller lists, the lending of books cuts into 

their sales. So, strictly from a business prospective, instead of lending 

please ask them to buy a copy or buy it for them for a birthday, 

holiday, or other gift. I know that, especially in these tight times, how 

much each dollar counts. That also goes for authors, especially new 

authors who are trying to make it in a very tough business. 

Vision: As a publisher, what do you look for from new writers?  Are 

there common mistakes you see new writers making? 

Stephe: Again this could be a whole interview in itself. A few basic 
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points… 

In publishing the money ALWAYS flows one way…from the publisher to 

the author. (Except for print-on-demand and vanity presses, which I 

caution against.) If a publisher is looking at your submission and asks 

for any money from you for anything—except if you want to buy 

copies of your own books—please go to the SFWA website 

(www.sfwa.org) and report them by clicking on ‘Writers Beware’. I am 

sorry to say there are those out there who will try and cheat a new 

author. The SFWA website is also a great place to go to look at 

publishers, people under investigation. 

Do your research and follow submissions guidelines! On average most 

publishers toss out fifteen percent or more of their submissions just 

because the person did not follow the guidelines. Following guidelines 

gets you past that first culling. 

Do not do anything to draw attention to your submission. Nonwhite 

paper, funny fonts, presents with your submission, fancy boxes all 

draw attention to your submission in a negative way. Let your writing 

speak for itself. 

Vision: What would you suggest to writers who are looking to make 

sales in the SF/Fantasy/Horror genre? 

http://www.sfwa.org/
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Stephe: Write what you know or want to! It can take at 

least two years from you sitting down to write your novel 

and it being published. Writing for today’s trends will be old 

hat by the time you submit it. While editors do look for 

something like what has gone before, remember there are thousands 

of writers writing that way. If you are unique, you can standout and 

create your own trend. This does not mean to ignore what has gone 

before, just personalize it. 

Vision: What is the wrong way to approach an editor or publisher? 

Stephe: There are a lot of them! Here are a few examples of wrong 

ways that have happened to me or other editors I know. 

Yes I love chocolate. Sending me, in Atlanta, unwrapped chocolate 

bars with your submission in the middle of summer by media mail—ten 

to fourteen days—is not the thing to do. I get it from the post office in 

a plastic bag as the chocolate separated and turned the paper into 

mush. 

Do not follow an editor into the restroom and as they sit there slide 

your submission under the stall door and run out. 

Please do not send threatening letters to the editors with your 
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submission. (If you have met some of the editors, you would see why 

this is harmful for your health.) 

Interrupting a panel at a convention, to walk up and hand an editor 

your submission, guarantees the only thing that will happen to your 

submission is that parts of it will be read aloud at the bar at that 

convention!  

Vision: Anything else you would like to share with the readers? 

Stephe: Please feel free to catch up with me at conventions. Most of 

the time I have some free time to get together with fans or new 

writers. If I’m behind our dealer’s table please check with me as to the 

best time for us to get together.  

As much as I would like to say I’m going to make a mint in publishing, 

have three or four homes—one for each season—and my own private 

jet to fly to cons all over the world, anyone who knows anything about 

publishing knows that just isn’t always so. So why do I do this? There 

are several reasons… 

I am a voracious reader myself with a personal library of just over four 

thousand titles. I was taught that if you really enjoy something, you 

find a way to pay back or return something to it that will allow others 
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to have the chance to find that same joy and happiness. Meisha Merlin 

is my way of saying thank you to every author, artist, agent and 

publishing house that helped create the science fiction/fantasy/horror 

genres.  

Being a Gemini I always want something new or always want to do 

something different. Working in publishing fulfills both of those. No 

single day at work is ever like any other. Finding new authors and 

working with them to create that first book is really fun. 

Lastly, being at a con and watching both a fan’s and an author’s face 

when a fan discovers a new title by an author they thought was not 

writing any more is priceless!  

Visit Meisha Merlin's Website for more information  

on their wonderful line up of books! 

http://www.meishamerlin.com/
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A note on this issue's theme... 

W
orking on the story is a personal experience and a state 

of mind that no one -- not even other writers -- can 

share.  However, they can explain some of the 

technical parts of the work.  Here are a few examples of things that 

might help other writers get moving on their stories. 

Oddly, we also have a trio of articles on villains.  It seems that once 

the story starts moving, the weaknesses of a villain becomes more 

apparent.  These articles might help.  
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Who Let Me Become a Writer? 

by Julie E. Czerneda 

©2003, Julie E. Czerneda 

I
 was having tea with my spousal unit, Roger, when we heard 

part of a radio interview with the latest winner of American Idol. 

He sounded charming, just awkward enough to seem like a real 

person facing the fulfillment of his dreams and not really sure how it 

had happened. 

I could relate to the feeling. My seventh novel in six years is selling 

well. In that same time, I've sold over a dozen short stories and edited 

five anthologies. There's more to come, as long as I like making up 

stories and readers enjoy the result. This is the fulfillment of a dream I 

never knew I had. And I'm not really sure how it happened either. 

Seems a good topic for an article on writing, doesn't it? 

So. Who let me out? Because that's how it feels. Being given 

permission to spend all my time dreaming up ideas and giving them 

form. It's what I do as inevitably as I breathe. 

It wasn't always that way.  

The dreaming and writing were always there, the combination 
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something I did for my own amusement. The imagination? Never a 

problem. I've always had far too much for my own peace of mind. It's 

better for the world that I have a respectable outlet for it, believe me. 

So what happened? Well, like other writers, I'm often asked: "How did 

you get your start?" It's the polite version of: "How can I get my 

start?" but the answer isn't the same, folks. Every path to becoming a 

career author is unique. What happened in my life took place at 

different times, in different places, to different people. All my story 

could tell you is how I came to be here. Okay, it might also provide 

some amusing anecdotes and wise nodding from the crowd, but that's 

hardly the roadmap the person asking needs.  

I don't have a roadmap for anyone else. But as I look back I realize 

the more useful question might be "Who let me become a writer?"  

You see, brand new writers, like people who sing in the shower, seem 

to think being alone is how to succeed. They tend to cower away, 

hoarding their precious ideas, locking up their manuscripts, and only 

reveal their true ambitions after a few too many, or if surrounded by a 

critical mass of other brand new writers.  

If you want to sing to soap, that's fine. If you want to dry off, get 

dressed, and walk on a stage to belt out your stuff, you'll have to find 
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someone to let you try.  

How did I? A classic case of "Don't do what I did." You see, I never 

thought to tell my dear friend, who became my husband, that I wrote. 

He must have assumed all that late night typing was on term papers. 

My mistake. He found out when hunting ribbons for my antique 

typewriter and the question came up of what paper I was doing so 

urgently. By the next day, I had a brand new typewriter, a desk, and 

someone who insisted on minding the baby two hours a night so I 

could write. 

He thought my hobby was important.  

I found the concept startling and rather worrisome. Fortunately, the 

chance to write was more than enough to take my mind off it. 

However, the germ of an idea was planted. The idea that telling other 

people might lead to ... more chances to write. I tried it again, with a 

friend or two. (Roger was often the instigator.) A year later, one of 

those friends steered a publisher towards me and I started writing 

textbooks for a living.  

No matter how much I choke before saying the words, I have never 

since regretted uttering: "I'm a writer." I've made myself tell 
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colleagues, editors, agents, writers, dentists, bus drivers, and total 

strangers. An amazing number of them have helped me, the way 

Roger did, by offering encouragement and, in several cases, the 

chance to step on stage. In the last few years, I've changed my little 

line to: "I'm a science fiction writer," because that's exactly what I've 

become. A dream fulfilled.  

So, to answer the question: "Who let me become a writer?"  

I did. 
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Patching It Up 

By Peggy Kurilla 

© 2003, Peggy Kurilla 

I
t seems to be generally accepted that there are two types of 

writers:  those who write with the aid of an outline, and those 

who don't.  The two camps appear to be eternally at odds with 

each other, with no middle ground between them.  There is a third 

road, if you will: writers who, whether they outline or not, write in the 

order that the scenes occur to them. 

Diana Gabaldon, for example, has stated that she just begins writing 

whatever strikes her fancy, and after a time, she starts piecing the bits 

together into a semblance of order.  Given her sales record, the 

method obviously works for her. 

Certainly this approach isn't for everyone, whether they outline or 

not.  I prefer to follow an outline as much as possible from beginning 

to end on longer works.  For shorter works, which I usually don't 

outline, I still write from beginning to end in first draft.  However, this 

changes during revision when I work on new scenes in the order they 

occur to me. 
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I generally write very tight, fast-paced prose—which means the first 

drafts of my novels tend to come in at around 50,000-60,000 words.  

During revision, I look for subplots that I can expand and characters I 

lost somewhere along the way (there's always at least one).  When I 

find these situations, I draft the scenes for each subplot in order in a 

separate document.  If I have three subplots I need to add, for 

example, I'll have all the scenes for subplot one, then the scenes for 

subplot two, then the scenes for subplot three.  I'll also make notes 

about any revisions I need to make in scenes need editing to better 

connect to the subplot. 

Once I've completed all the additional scenes, I go back to my main 

document and read through it again, cutting and pasting the new 

scenes in where they feel right.  If I will be away from my workstation 

for part of this, I'll make a summary list of the scenes I've written and 

number each one.  I can then go through a hard copy of my work and 

make notes such as "Insert Scene 4 here" to let me know where to put 

each scene when I return to my desk.  Sometimes, a scene from 

subplot one has to take place after a scene from subplot two, so those 

are juggled into their proper order as they're inserted into the main 

document. 

After all new scenes are inserted, I give the manuscript a final read-
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through to check that all my transitions are correct and that the order 

makes as much sense in the finished product as it did during revision. 

I know this method of cut and paste revision won't work for everyone, 

but writing subplots in continuous scenes has helped me control the 

flow of information and tension within each subplot.  
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Writing Without A Net:  

Organizing Without Outlines 

By Katherine Derbyshire 

© 2003, Katherine Derbyshire 

  

I hate outlines. I mean I really hate outlines: I almost failed my 

senior thesis rather than use one. For me, a piece of writing is a 

network, not a linear structure that will fit in a numbered list. 

The connections between nodes are as important as the nodes 

themselves.  

Yet without an outline, it's hard to keep the details of a big project 

organized. What do you write next? How does it fit in with the rest of 

the work? This article is about the methods I use to manage 

complexity without the straightjacket that an outline is for me.  

The structure of no-structure 

An outline is only one possible tool for describing a work. Structure, on 

the other hand, is what turns a collection of random paragraphs into a 

coherent whole. There are at least two kinds of structure in writing. 

The first kind is inherent in the form. A 500-word news item, a 3000-
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word short story, a book-length technical report, and a novel could all 

present similar material in different ways. Outlines are good at 

describing the formal structure of a work: what are the beginning, 

middle, and end, and what happens along the way?   

The second kind of structure is inherent in the material. A technical 

article might be organized around the parts of a machine or the steps 

in a process. A novel might be organized on a timeline, around a series 

of riddles, or around members of a family. This organizing logic is 

usually not a simple linear progression. Characters all have their own 

agendas. Events affect each other in complex, sometimes 

unpredictable, ways. This complexity is hard for me to capture in a 

linear outline, yet it is exactly what makes a story interesting.  

Making matters even worse from an organizational standpoint, I'm a 

non-linear writer. Instead of starting at the beginning and writing 

through to the end, I start in the middle and jump around. Diana 

Gabaldon, who also works this way (she discusses her methods at 

http://www.cco.caltech.edu/~gatti/gabaldon/rightway.html), describes it as like 

working a jigsaw puzzle. For me, it's like the slow accretion of a coral 

reef or a limestone cave. I focus on one area for a while, then another, 

and only gradually discover how they fit together to form the whole.  

http://www.cco.caltech.edu/~gatti/gabaldon/rightway.html
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Although the individual puzzle pieces may look random, they aren't. 

Nor is non-linear writing the same as "writing the interesting stuff 

first," turning the less interesting stuff into a monumental task that's 

impossible to finish. The pieces are more or less complete scenes, 

arising from a unique convergence of setting, plot, and character. The 

connections make subconscious sense, even if they aren't immediately 

clear to my conscious mind. Each scene carries with it implications for 

the following story and the back story. As I work, I figure out what the 

organizing logic of the story is, and how the scenes fit into it.  

For example, my current WIP began with a young man sitting in a 

town square, making extraordinary drawings that came to life and 

moved by themselves. The police appear to arrest him, and he runs. 

This scene, which appeared fully formed in my journal, raised all sorts 

of questions. Who is he? Is his power unique? Why are the police 

chasing him? Where is the city? What happens next?  To answer them, 

I wrote more scenes, which raised more questions. Some of the 

answers lie in the past: he's in the city (which turned out to be 

Renaissance Venice) to find out what happened to his father, a 

suspected traitor who disappeared under mysterious circumstances. 

Some of the answers lie in the future: he doesn't know how his power 

works, and he needs to find out in order to control it. As I wrote all 
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this out, I accumulated a pile of scenes, along with fragments of 

description, character sketches, notes on the setting, and so forth. I 

also figured out the beginning, middle, and end of the story. 

Pulling the threads together 

I think of this accumulated pile of notes and scenes as the zero draft. 

After the zero draft, everything that needs to be in the finished work is 

there. I've figured out the structure inherent in the material, but I 

haven't yet imposed the structure required by the form.  

The zero draft of a fiction project is very similar to the research stage 

of a non-fiction project. For a non-fiction project, I'll read a bunch of 

things related to the topic at hand, interview a bunch of people, and 

accumulate a pile of notes. Though I'll have a general, one-sentence 

description of my topic in mind while doing the research, I won't yet 

know exactly what I plan to say. To figure that out, I sit down with my 

notes and a big sheet of blank paper. I use an 11" x 14" sketchpad, 

but you could do the same thing with index cards, sticky notes, or 

whatever tools feel comfortable.  

I read through my notes and write the important ideas on the big 

sheet of paper wherever they seem to fit. Colored pens code which 

source said what and highlight my personal conclusions. Related ideas 
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go close together. Lines show the connections, which could be logical: 

if A then B; structural: A is part of B; chronological; or any of a 

number of different relationships. This technique, called mind mapping 

or visual outlining, lets me see the inherent structure of the material 

and map it to whatever form I'm writing for. If I'm writing a short 

article, the structure is often simple enough to keep in my head. If I'm 

writing a book, I might have a master map for the book as a whole 

and detailed maps for each chapter or even each section. Either way, 

once I know the structure, I'm ready to sit down and actually write.  

Not everything on the map will actually go into the work. Some ideas 

turn out to be extraneous to the overall flow. Still, the map contains all 

of the key ideas and their relationships to each other.  

The first draft of this article is online at: 

http://www.seedwiki.com/page.cfm?doc=workingmethods&wikiid=2154. I wrote it 

after I finished the map (see figure), but before I queried Zette to see 

if she was interested.  

 

http://www.seedwiki.com/page.cfm?doc=workingmethods&wikiid=2154
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My zero draft in fiction serves the same function as the pile of notes 

for non-fiction. The difference is that the "notes" include large chunks 

of writing that I can use more or less as is. I'll have worked out many 

of the structural questions in the process of writing them. Mapping lets 

me see what I actually have written down and where the gaps are. 

Lines between different scenes show important connections that I may 

need to emphasize. Different colors can track different characters or 

subplots. I use the map to put the usable chunks of writing in linear 

order. It also serves as a guide for any new scenes that I need. Again, 
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the amount of mapping I need to do increases as the work gets longer 

and more complex.  

After I organize my notes, I have something that linear writers would 

recognize as a first draft. It's very rough, but it's in more or less the 

final order and contains nearly all the details that the finished work will 

have. From here, my revision process is fairly systematic, but usually 

quite lengthy. For non-fiction, it takes me as many hours to go from 

first to second draft as it did to create the first draft. Fiction goes a 

little faster because the "pile of notes" consists of complete scenes.  

The map continues to guide me through the revisions. I use it to 

remind myself of things I thought were important that don't actually 

appear on the page, to make sure the structure on the page matches 

the structure in my head, and so forth. For non-fiction, I also use it 

(remember those colored pens?) as a quick index to sources.  

By the end of the second draft, the work should contain everything 

that it's going to contain, in order, with the words I'm going to use. 

The third draft is simply checking for mechanics, overused words, cut 

and paste mismatches, and continuity problems. Book length works 

can require two "second" drafts because I can't keep that many 

changes straight at once.  
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Tools: controlling chaos 

Just as outlines don't work for me, this method may not work for you. 

There is no One True Way of writing. If my description sounds like the 

way you work, I've found a number of tools that can help reduce the 

clutter the process creates.  

Mind mapping or visual outlining software can make maps more legible 

and easier to edit. I use Mind Manager (http://www.mindjet.com/), 

which is relatively expensive but has lots of features for organizing 

files, bookmarks, and other kinds of data. These turn the map into a 

topical index: very handy for doing a followup piece on the same 

subject six months later. Writer's Blocks 

(http://www.writersblocks.com/) is a visual outliner designed 

specifically for writers. Both packages have free trial versions.  

Julie Morgenstern's book, Organizing from the Inside Out (ISBN 0-

8050-5649-1), helped me understand why I have such trouble with 

outlines. The book gives all sorts of useful techniques for figuring out 

how your mind organizes information and structuring your work area 

accordingly.  

Wiki software makes it very easy to build hyperlinks between text files. 

Using it for notes creates a sort of mini-web organized around a 

http://www.mindjet.com/)
http://www.writersblocks.com/
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particular topic. Wikis can be either Internet-based or hosted on your 

own computer, and can be public or private. I use Pepys (yes, named 

after the famous diarist) to organize offline notes 

(http://www.innovateer.com/products/pepys/) and have a very basic public wiki 

at http://www.seedwiki.com/page.cfm?wikiid=2154&doc=ThinFilmWiki. So far, I'm 

finding that Pepys is a good substitute for the scraps of paper I seem 

to accumulate as I work on things. My public wiki seems more suited 

to finished thoughts that I'm ready to share with the world.  

Structure and spontaneity 

One of my reasons for writing this article was to help other non-linear 

writers. Linear methods are easier to teach, so they dominate writing 

and English composition courses. It's easy for people who work this 

way to think that something must be wrong with them rather than 

with the methods. Yet it really is possible to write even huge door-

stopper books with an organic, non-linear approach.  

I also wanted to bridge the gap between highly organized writers who 

can't begin without a detailed outline, and seat-of-the-pants writers 

who would rather have oral surgery than plan. Both groups have 

important insights into the process. The organic approach still requires 

structure, while the structured approach still needs spontaneity. I hope 

this article helps you find both. 

http://www.innovateer.com/products/pepys/
http://www.seedwiki.com/page.cfm?wikiid=2154&doc=ThinFilmWiki
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Cultural Literacy: A Beginner's Muse 

K.J. Gould 

© 2003, K.J. Gould  

n The Beginning… 

OK, I've decided to write a science fiction novel.  

Now what?  

Many resources, both in print and on the web, have been created to 

help beginning writers answer that question. Most of them agree that, 

in science fiction and fantasy, an essential first step is world-building. 

Writers in other genres can rely on the reader's knowledge of the 

world to provide a basic background for the writer's characters. But 

the author who steps outside what we call the "real world" must create 

an entire background that seems real from scratch -- that is, she 

must provide an internally consistent, believable world where 

interesting (we hope) characters can engage in believable action and 

dialogue. Luckily, many of the resources specifically addressed to 

science fiction and fantasy writers provide a great deal of information 

and advice to help beginning writers "build" a believable world.  
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When starting my novel, I read many of these resources, worked 

through some of the checklists and exercises, and gained a better 

understanding of the enormity of the task I had ahead of me. But after 

all that, I still found myself at essentially the same point -- except I 

now had lists of things I knew about my world and characters. While 

many writers find this the perfect system for starting their world 

building, it just didn't work for me. When I looked at the lists, I saw 

lists, not worlds or characters. "But where do I start!" I wailed. "Which 

list is more important? Do I start with the character lists, and then 

create the world to suit them?  Or should the world come first?" 

According to a variety of sources, an author could start with either 

one, and a successful novel could come of it.  

What I needed was a handle on the concept of world-building -- a 

framework or context in which to put all those lists. I found the 

"handle" that worked for me in the concept of "cultural literacy," as 

articulated by E. D. Hirsch, Jr. in the book of the same name. Help did 

not come directly from the book, which is mostly about the books and 

ideas that form the basis of cultural literacy in our society. No, I mean 

the idea of cultural literacy, which, loosely stated, is that all of the 

members of any given society have a certain background knowledge in 

common, knowledge that they expect others in the society to share. 
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The "given society" can be as large as a world, or as small as a family.  

As an example, Hirsch told of a researcher who stood on a corner in 

Cambridge, Massachusetts. He pretends to be a native, and asks 

passers-by how to get to Central Square. The passers-by assume he 

shares their common knowledge of the city, and give short answers: 

"First stop on the subway," for example. The researcher goes back the 

next day and pretends to be a tourist and asks the same question. 

This time, the answers are long and involved: "Go over to the subway 

-- see the entrance there across the street?  You get tokens at a booth 

on the right, then go down to the side that says Quincy.  You take the 

train headed for Quincy, but you get off at the first stop.  That's 

Central Square.  There's a big sign on the wall that says 'Central 

Square.'" 

All of us belong to multiple "societies" which share common 

background knowledge -- a planet, a nation, a community, and a 

family, for a few fairly universal ones.  In addition, most of us belong 

to "voluntary societies" which share the same kind of common 

knowledge -- the PTA, a riding club, or a writers' group, for example. 

Each of these societies has its own set of common knowledge. In the 

United States national society, we expect everyone to understand a 

reference to "The Kennedy years," or "That's one small step for 
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man...," or "Washington and the cherry tree." My husband's family 

provides an example of a small-scale set of common knowledge: they 

moved a lot as kids, as their parents bought fixer uppers, fixed them 

up, and then sold them. So, in their family's society, they date events 

by the street they lived on at the time -- leaving an outsider to be 

continually baffled by the use of names such as Ironsides and Winesap 

and Turtlehead as the "date" of an event. (My husband finally provided 

me with a reference list.) 

This concept of "common background knowledge" struck me as the 

perfect context for the information I had developed. I looked at my 

lists and asked myself, "What would everybody who lives here know?"  

I found it far easier to organize the information and the characters in 

terms of who would know what. "Everybody knows" how the 

government works. "Everybody knows" how to get around the planet. 

Geography. National pastimes. The history of the founding of the 

planet. In short, "everybody" would know the same kind of things on 

my world that "everybody knows" about our world (except for the 

founding of the planet part… maybe).  

Then, looking at characters as members of smaller "societies," I was 

able to define common knowledge for sub-groups of characters. Only 

members of the government would know defense strategies, standard 
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emergency procedures, how to access backup facilities, for instance. 

This was basically the same information I had put in my lists for the 

world-building exercises -- the difference was, I now had a sense of 

how that material fit into the world I had created, and how it affected 

the interactions of the people living there.  

Of course, you don't have to create a whole world to use cultural 

literacy as a context for the background material of your story, 

because every set of characters exists in a society that has a common 

background knowledge. (If you're using a real society, however, you 

need to find out the real knowledge. That's where research comes in.) 

Is your novel about a family inheritance?  A murder in the gay 

community? About a group of mercenaries? Get the common 

background knowledge of your character's societies right, and your 

setting will seem real, whether your story occurs in the real world or 

one that exists only in your imagination.  

But Wait! There's More… 

The "cultural literacy" concept has uses beyond world-building, too. 

For instance, you can use cultural literacy to help build consistency 

into the characters and the world. If you add a new element to your 

society -- to solve a problem, or explain a reaction -- add that new 
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element to the cultural literacy of the world (or at least the society to 

which the character belongs). Who else would know this new element 

and how would they use it? It shouldn't just spring up as needed, and 

then conveniently disappear; it should be worked into the fabric of that 

society.  

Developing the cultural literacy of your world can also help add 

veracity to your plot. For instance, my plot involved an invasion on a 

distant planet. Once I determined what would be "common knowledge" 

for the inhabitants, it became easier to determine what the invaders 

probably wouldn't know -- and how the inhabitants might use that 

ignorance against them. 

Another way to use the concept of cultural literacy is to put the 

background knowledge into relationship-patterns we all recognize. 

Even if readers have no idea what the characters are talking about, 

they can understand a great deal about characters' relationship by 

recognizing the pattern of their interaction. This is really a "hat-trick" 

(for those unfamiliar with hockey's "common background knowledge," 

that's scoring three goals in one game): it helps develop characters, it 

reminds readers that they're in a different world, and it helps establish 

the fact that this world extends beyond what the readers see on the 

page, adding to the believability of the world.  
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An example:   

"Remember Akadimnit?" Deja asked, glancing fondly at Renweit. 

He smiled and gently stroked her primary tentacle. "How could I 

forget?" 

This is a pattern of an intimate relationship. We know that Deja and 

Renweit have a shared history that means something special to them. 

We don't need to know what "Akadimnit" means. (Obviously, though, 

the writer should know what Akadimnit means!) It could be a place, an 

event, a month, a character, or something we wouldn't recognize as a 

"thing." We don't need them to explain it (and in fact, for one of them 

to explain it to the other would make the passage ring false). In terms 

of character development, the pattern tells us all we need to know: 

Deja and Renweit have an intimate relationship with a shared history. 

Another (more real world) example: 

"Just like the winter of '65!" John exclaimed to Tom. 

"Oh, surely not that bad," Tom replied. 

The pattern and our understanding of how "cultural literacy" affects 

interactions, tells us that these people have lived in the same 
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community since '65. Otherwise, John would have explained what 

happened in that year to Tom. We know this even if we don't know 

what happened during that winter… and, unless it's important to the 

story, we don't need to know. What's important about the exchange is 

that it shows that they share that knowledge. And, as with Renweit 

and Deja, if we decide that readers do need to know what happened 

that winter, we have to find some way to impart that knowledge to the 

reader without having John explain it to Tom, or it destroys the whole 

pattern we've set up. 

More examples: 

"Turn right where the Turner barn used to be and go for a mile or 

so."    

We know these people have lived in a community together since at 

least before the Turner barn got destroyed, torn down, or whatever.  

We don't know where the Turner barn used to be or what happened to 

it. 

"If you can't stand the heat...," Ralph quoted, in answer to John's 

question.  

We know Ralph expects John to understand the reference, because he 
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didn't finish it and it's evident that he thinks what he did say was 

sufficient for John to "get it." We happen to get it too, because this 

quote is part of the background knowledge of our society. But we 

wouldn't have to get it. The pattern works just as well on a quote we 

don't understand: 

"Kuianzit tolem senmer...," Wiznet quoted, in answer to Jendar's 

question.  

We know the same thing about Wiznet and his quote: It's obvious that 

Wiznet expects Jendar to understand the reference; therefore, we 

know the quote is part of the background knowledge of their society. 

We don't get it, but we don't need to. We just need to know Wiznet is 

the type of being to quote aphorisms. 

The point is that you don't want to dump all the "background 

knowledge" you've developed on the reader -- and you don't have to. 

You can simply use your knowledge of it to make sure your world is 

consistent, or use the fact that it exists to establish credible 

interactions between members of the society. 

Of course, all writers have their favored methods of world-building. 

What worked for me might not work for you. And, since I haven't 

actually finished the novel yet, "worked" is a relative term. But for me, 
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the concept of cultural literacy provided the handle I needed to get 

world-building. I offer the idea here in the hopes that it might help 

others as well. 

  

Cultural Literacy: What Every American Needs to Know  

Author: E.D. Hirsch Jr. 

Publisher: Vintage Books; (May 1988) 

ISBN: 0394758439 

  

[Karen J. Gould has had several non-fiction articles published, both on 

the web and in print, but remains a "pre-published" fiction writer. She 

sincerely hopes most readers share the "cultural literacy" of the 

references in the subheadings, or they won't make much sense.] 
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Visit from the Muse 

By Margaret McGaffey Fisk 

© 2003, K.J. Gould 

W
riters have an indefinable ability to find stories in what 

they see, hear, experience and imagine.  This has 

historically been considered a product of some external 

force, as if people could not be so creative on their own.  Greek 

mythology includes nine muses who are responsible for all creative 

endeavors.  These sisters had the power both to inspire and to remove 

the ability for creative thought.  Many writers credit their muses with 

the spark that makes a creative work move beyond the ordinary into 

the extraordinary. 

Though I doubt that many writers still believe their inspiration is 

external, the term 'muse' is in common use.  I feel the muse is the 

part of writers that maintains an awareness of our environment 

beyond the level of most people.  Anything can be a source of story 

ideas, no matter how large or small.  It may be a fragment of a 

conversation, the way the light falls on a tree's leaves, how a wine 

tastes or the caress of a fabric on your fingers. 

Writers use their senses to absorb information, both passively and 
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actively.  You may be scooting your chair backwards just a little bit 

while jotting notes on the conversation behind you or you may be 

talking with a friend and catching occasional words from a loud 

gentleman behind you.  The same can happen with touch, smell, sight, 

taste and emotion (not quite the sixth sense but a valid source of 

inspiration).  Whether or not you are consciously aware, as a writer, 

you are taking in what happens around you.  The phrase "in one ear 

and out the other" does not really apply to writers.  Instead, it goes 

more like "in one ear and disappeared into the black hole of the mind 

until needed."  The information may not be used soon, or ever, but 

hidden beneath a writer's thoughts is a pool of images, ideas and 

fragments that surface when needed to form the stories that delight 

readers. 

Inspirational sources that I have used as a writer -- often without 

conscious awareness -- include everything from something as simple 

as boredom during a long car ride to something as complex as 

research for a book.   

If your muse has deserted you, there are ways to encourage the muse 

to come back, but sometimes the best way is to put yourself in the 

way of ideas.  Rather than wrestling your muse to the ground and 

forcing inspiration to come to you, go to it.  Lay yourself across the 
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muse train track.  Overwhelming writers with ideas is a favorite game 

the muses play. 

Inspiration comes in various forms.  Each writer has ways to contact 

their muse.  People often ask about creative thought as if this is a 

mysterious event that waits for the stars to align.  In reality, there are 

many ways to receive and even seek ideas. 

Reading, especially when the text is being studied, is a very good 

source of ideas.  Whether you want to see if you could handle an idea 

better than the author, or if an image or concept catches your fancy, 

reading can provide a bounty of ideas.  I took a course on John Milton 

and we read "Paradise Lost."  While others were groaning at the 

difficult language, I was caught by the way Satan was described. 

This book was read to children instead of the Bible and yet, for the 

first half of the book, Satan was a victim of God who tossed him away 

the minute Jesus came along.  The portrayal inspired me, and Milton 

became my muse for a not-so-short story called "Out of Chaos" that 

later became a novel. 

Ideas can be generated by research for school papers, another short 

story or novel, or for any reason.  For example, if you are researching 

metal working techniques for a world history paper, you may gather 
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enough information to inspire a piece about a blacksmith. 

This happened to me when researching nuclear power for "Out of 

Chaos."  After reading about radiation and seeing a news program 

about a man with more tumors than previously thought possible, I was 

forced out of my warm bed to spend two hours at the computer.  In a 

hushed voice, I spilled the story of a woman dying from tumors all 

over her body into my voice recognition program. 

Strange connections act as sources when ideas or experiences bubble 

up out of that black hole of knowledge writers have deep inside them.  

I went to a taicho drum concert.  The lead musician, Kitaro, had a 

beautiful curtain of inky black hair that added a visual effect to the 

concert.  A few weeks later, Kitaro's hair appeared in a novel I was 

writing.  One of my lead characters, Rachel, liked his long black hair so 

much she chased him down on the street. 

The book I completed for my senior thesis was inspired by a friend's 

anthropology assignment to create a society where gender was defined 

differently.  This idea melded in my mind with a nature show that I 

probably saw when I was 10 or younger.  Images surfaced of insects 

that were born with an already fertilized egg inside them.  The 

combination of a different society and the insects sparked a story idea 
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of an all-woman culture where each child is born pregnant, except for 

my main character. 

Your family also can be sources of both story ideas and the details 

necessary to make another time come alive to your readers.  I grew 

up on my father's tales of a dragon named Cream Puff.  When it 

became my turn, I invented the tales of Darbo and Henrietta, two 

young dragons with growing pains. 

Muse generators are another source.  I had always considered them 

artificial and not something that would work for me.  That impression 

changed when I decided to push myself and joined a challenge on the 

Forward Motion site.  Using the first generator listed below, I managed 

to write 20 short stories in a month, more than I had in the previous 

ten.  The assistance they offer is to spark an idea that may or may not 

reflect the information from the generator.  By providing critical 

elements, they force you to drag thoughts and images from your own 

muse generator that is locked in your mind. 

The generators listed below are ones I found on a simple Web search.  

I have not used them all, but they provide different approaches to the 

same concept: given enough interesting elements, a writer will find a 

story. 

http://www.hollylisle.com/
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http://www.webcom.com/wordings/artofwrite/storystarter.html  

http://www.sff.net/people/Julia.West/CALLIHOO/dtbb/ideagen3.htm  

http://www.rain-street.org/fightcrime.htm  

http://www.bardweb.net/plays/  

While dreams can be inspiring, they are often not the sources of the 

ideas. While you are sleeping, your mind is working hard to 

understand and categorize what you have experienced during the 

day.  Therefore, dreams are processing the true sources, whether or 

not you are ever able to connect the dream to the original stimulus. 

Dreams of walking naked into your final exam have obvious roots in 

your exam stress and are so common they don't often provide fodder 

for unique short stories or novels.  However, the more complex the 

dream, the more likely it is to find a good idea hiding out.  I have a 

novel planned that retells a nightmare I had.  Before I could force 

myself to wake up, I had reached the end.  I came out of it with the 

characters, the confrontation and resulting conflict and even an ending 

right out of the first Alien movie.  It's not high on my list since I don't 

tend to write horror, but I got enough world building to make it viable. 

There are many more sources for inspiration than I've listed here, but 

http://www.webcom.com/wordings/artofwrite/storystarter.html
http://www.sff.net/people/Julia.West/CALLIHOO/dtbb/ideagen3.htm
http://www.rain-street.org/fightcrime.htm
http://www.bardweb.net/plays/
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if you are looking for some ways to find ideas, these should help get 

you started.  However, ideas are a dime a dozen and cannot, in 

themselves, move you forward as a writer. 

To become a writer, or break through writer's block, you must take the 

next steps: set some goals, challenge yourself, and even join a writers' 

group.  There are many resources available to teach writing but the 

basic requirement is to write.  The next time an idea grabs you or your 

mind links two different things, take up a pen and paper; your muse 

has something it wants to tell the world. 

Milton: Paradise Lost (2nd Edition) 

By John Milton, Alastair Fowler 

Publisher: Addison-Wesley Pub Co; 2nd edition  

ISBN: 0582215188 
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Chaotic Writing II:   

Like One Giant Jigsaw Puzzle... 

By Jon Chaisson 

© 2003, Jon Chaisson  

O
kay, so I've got my sequel here in front of me, and I've 

gotten to chapter nineteen, when it suddenly dawns on 

me—I think may have just prematurely ended this novel.  

How did I pull that one off?  Well, for starters, I'd planned the second 

book to end just before the major "climax" of the series.  I knew 

exactly where I was going to end this one:  the night before a major 

psychic war which takes up the entirety of book three.  Call it jumping 

the gun, but I think I was so eager to get to the nitty-gritty that I 

didn't take this second book seriously enough. 

So what do I do with these nineteen chapters of a story that leads up 

to that cataclysmic event?  Try to stretch it out to about the same 

length as the first book (about eighty chapters)?  No, I don't think that 

would work.  That would be too much like the term papers I used to 

write in college, and I never got brilliant grades on those.  How about 

starting over from scratch?  No.  I'd already built up a great major 



Holly Lisle's Vision        72 
Issue # 16 
July/August, 2003 

 
 
plotline for this book that I didn't want to lose. 

And then it hits me—that's it!  That was my problem!  All I had was 

the major plotline!  Upon reading what I'd had so far, I realized I'd left 

out virtually all the secondary characters, completely forgotten some 

dangling subplots, and essentially dropped any hint of spirituality and 

psychic ability I'd peppered throughout the first book!  I knew quite a 

few of my secondary characters (and a few third-tier ones) had 

important roles in this and the third book, but I'd left them out 

somehow.  I was too focused on writing the scenes with the three 

major characters. 

Well, one crisis resolved, and another one reveals itself:  now what do 

I do with this story? 

The first thing I did was take a week off.  No, really!  I tore myself 

away from the book and worked on other projects—namely, working 

on submitting the first novel manuscript to agents and publishers—to 

take my mind off of it.   

Once I returned, the ideas came to me at full force.  The antagonist in 

the first book had hinted—in a roundabout way—that he was working 

alongside a higher power.  Thus, the first major subplot to add in:  the 

Higher Power Enters.  The first line of the book is the Higher Power (in 
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this case, he's a deity) introducing himself in the creepiest way—

unthreatening, except for the fact that he's talking inside the heads of 

everyone in the room.  In expanding this character, I realized I could 

use him in plenty of other areas, including interaction with the main 

characters, and ultimately as the threat that brings book two to its 

climax. 

Another idea was introducing secondary characters that had been in 

the very first draft but sadly never made it into book one.  They held 

vital roles in the overall series plotline, especially in book three.  I also 

dug deeper into the major characters' personal lives, as well as 

building up their apprehension towards the events that take place 

within the third book. 

This nonlinear planning might be par for the course for some writers.  

A subplot that comes to you late in the game will make you backtrack 

and give it a story somewhere earlier in the novel.  I went through this 

with the first major rewrite of book one.  But with this happening so 

early in the writing of the second book, it felt more disjointed than 

usual.  How was I going to tie all these major plots and subplots 

together without making it look like a cut-and-paste job?  This meant 

an extra bit of jigsaw puzzling in my head as I wrote.  
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It's a tough thing to do when you have the entire world of your story 

in your head.  Little things like dates may get screwed up, or 

characters who are supposed to be one place are suddenly across town 

two minutes later in the next scene.  For things like that I have hard 

copies of the story, a timeline file, as well as a 'dramatis personae' 

list.  These things have come in handy while figuring out this puzzle.  

All I had to do now was plan out where these new plotlines were going 

to go and how they were going to affect the other plotlines.   

Thankfully, none of the previous work needed massive rewriting, but 

nonetheless it's made me come to the conclusion that Chaotic Writing, 

while good for the rough draft, may present a few problems in the 

future.  That's something I'm loath to admit, but if I have to, I will.  

When it comes to planning out new scenes, sometimes it's necessary 

to follow the tried and true rules of storytelling.  Once I'm back on 

track and finishing off the novel, then I can switch back into Chaotic 

Mode and continue with my odd plot twists and seemingly random 

ideas. 

Meanwhile, I have this big jigsaw puzzle in my head I need to sort 

out... 

Email: edentree@gis.net 

mailto:edentree@gis.net
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Working with Projects 

By Lazette Gifford 

© 2003, Lazette Gifford 

W
riting, unfortunately, is not just the simple act of sitting 

down and creating a story.  Sometimes, that's not even 

the first step, but a point somewhere in the middle of 

the entire process.  By looking at the different stages, you may also 

realize that you've become stuck in one of these areas and need to 

look at moving on to the next one. 

I think of my writing as individual projects that can be worked on in 

stages. Sometimes the projects overlap as one reaches a stage -- like 

editing -- and I start something new to write.  Editing often precludes 

any serious new word counts, and I'm admittedly addicted to writing 

new stuff.  I'm also good at juggling projects because I've had a lot of 

practice at it.  However, many writers will want to work straight 

through on one manuscript and then start again from the beginning on 

the next one.  Either way is valid, as long as you eventually finish.   

Your steps may be different from the ones I've mapped out here, and 

you may have half a dozen sub-steps at each stage, but these seem to 

be the most logical sequence. 
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Stage 1 -- Getting ready 

There is always some bit of pre-writing to be done on any story, 

whether it's a major outline or just sitting around and thinking through 

the plot.  I tend to create more as I write than I do before I start, but 

that's just a personal preference.  I like to see my people in their 

places and 'hear' them speak before I do all the background work on 

them or the world around them -- though I am aware of some of it 

before I start.  However, I know this is not always the best way to 

create a solid story.  Writing without all the background and outline in 

place also often means considerable more work in the rewrite stage.  

It seems to work well with shorter pieces, and the limited background 

that those characters will interact with, but novels often need far more 

before I want to start.  So occasionally I do a lot of pre-writing --

outlines, world building, character studies and the like. 

To be honest, sometimes approaching a story in a dissimilar way helps 

to create something new.  Looking at stories in different ways allows 

the brain to take a fresh path to get there, and it's interesting to see 

what pops up along the way. 

Stage 2 -- Writing 
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Yes, this should be the fun part.  And it generally it is, as long as you 

don't let yourself get bogged down in some silly minutia.  I have spent 

half a writing day looking up the description of a certain plant, and 

while that can be fun as well, doing it very often is going to put a real 

crimp in the idea of actually finishing anything. 

And finishing the first draft is essential to writing.  Making certain you 

finish that draft is the most important part[EBW1] of both setting goals 

and scheduling your work.  Remember that if you do not finish 

anything, then all the worldbuilding/words/editing is wasted time.  

New writers tend to get caught up in all the pre-writing material and 

think that it will make a better first draft.  However, I've seen a lot of 

these people three years later, still working on the same novel and not 

making any progress.  That's when a person has to start rethinking 

how they have structured their approach. 

Every part of writing should be fun, of course -- but this should be the 

best part.  It's important to remember that having a good attitude 

toward writing is important.  This may sound odd, but you can enjoy 

writing in the most bitter or painful scenes you can imagine because it 

is just writing, even when it echoes something in your own life. These 

are only words -- don't let them scare you, and don't let them stop 

you from telling the story. 

http://www.lazette.net/Vision/Issue 16/projects.htm
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Enjoy this part of the project.  It's a gift few people have -- to 

entertain themselves and others out of nothing but the images in their 

minds. 

Stage 3 -- Editing 

Here we start into the more difficult part of the work, and the point 

where I tend to take on more than one project in different stages of 

the cycle. 

Editing is best done when the story is cold, although it's not always 

possible, especially if you have deadlines to meet.  However, if you 

have the luxury of time, use it well.  Let the story sit for a while.  Even 

if you have worked on a novel for a year and not read or written on 

the first chapters for months, let the entire work sit.  The longer it can 

wait without editing, the better.  Get some distance between you and 

what you've written. 

You need to get the story out of your head, as much as possible.  

Then, when you go back to edit it you're going to be looking at it in a 

completely new light.  You are going to be a reader rather than a 

writer.  You can do a great deal of copyediting of your own work if you 

are willing to let it sit in the drawer -- or keep the file closed -- for a 

while. 



Holly Lisle's Vision        79 
Issue # 16 
July/August, 2003 

 
 
The best way to get a story out of your head is to work on something 

else.  So, go back to Stage 1 and start something new.  It's all right.  

You're never going to make a writing career on one story anyway.  Go 

find a few new ideas and leap into them. 

Okay, so let's say that you have a few pieces lined up for the editing 

stage. What now?  Drop everything else and leap in? 

I love writing new material.  I have too many ideas, and I'll never get 

them all written as it is.  And I have that pesky 'write every day' rule.  

So I set up editing as just another, but separate, goal.  To be honest, 

I'm not as good at it as I have been with the 'new words' writing, 

despite the fact that I have far than enough new material to work 

through. 

I would like to edit at least five pages a day.  I often fall short by not 

doing anything at all... but this is a relatively new goal for me.  It may 

take a couple years to work the process into my life.  Keep that in 

mind when you set up a set of goals and projects.  It can be difficult to 

get into the routine, or to find the pattern that works for you.  Try 

different things, but don't drop one section just because you'd rather 

do another part.  This is all part of being a writer.  You can't escape it. 
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Edits may take more than one pass.  Don't assume that one time 

through is going to make everything perfect, and don't get 

discouraged if it takes a lot of passes.  The story is still there.  Work 

with it, and make it the best you can. 

What about critiques by others?   Shouldn't you send them off to your 

writing partners once you've finished the first draft and before you 

edit? 

No.  Here's where you might make a little sub-step in the process.  I 

don't usually go to critique partners because too often I don't have the 

time to reciprocate.  But if you do have a partner or a writing group, 

you'll want to send the story to them, but not the first draft.  If you 

are working with a critique group, do at least one quick pass through 

the story correcting all the obvious mistakes before you send it on.  

Don't waste the time of the others by leaving spelling corrections and 

name changes.  Use critique groups wisely to find the manuscript holes 

and logic breaches that you cannot, as a writer too close to the story, 

see. Don't use them as a copyedit service to correct problems that you 

can find yourself. 

Once you get the material back from critique partners, look it over 

carefully.  I have one important rule that I always keep in mind: these 
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are writers, and they may subconsciously try to change the story in 

ways that they would write it.  Keep track of your vision of the story. 

After doing the edits based on critiques, let the story sit for some time 

and look it over again.  Edit again if necessary.  Whichever way you 

work -- editing on your own or with a critique group -- it is still 

important to put some distance between yourself and the work so that 

you can see it without the ghosts of your imagination painting in the 

shadows with things that you have not actually written. 

Stage 4 -- Final Pass and submission 

This stage is entirely different for short stories than for novels.  In 

short stories it's a matter of finding the market, reading the guidelines 

and writing a short cover letter.   

Novels have those troublesome query letters, synopses, and all that 

stuff.  But if you are going to write novels, doing that work is going to 

have to be part of your routine as well. 

Once you get the edits done start looking at sending your manuscript 

out.  Do the proper work for finding the right market, and read their 

guidelines to see exactly what they want.  Don't get cold feet now.  

You've gone this far, and you are a writer. Being a writer means that 
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you will get rejections, and they are no reflection on whether you will 

ultimately fail or not.  The only way to fail is to give up or stop trying 

to improve. 

  

Okay, so there are my four stages of writing.  I generally have 

something going in each of those phases at just about any time.  As 

long as you don't abandon one of the projects in the middle, the 

stages are sufficiently different that you can work on one manuscript 

in one stage and another in a different one. 

You do not have to do this, however.  There is no reason why you 

can't work all the way through one project before you start another.  

Some people have neither the time nor the inclination to juggle 

projects like this.  And you might finish a project faster if you stick 

with it all the way to the end. The only sticking point is the 'waiting 

before you edit' part.  But that might be a good time to get away from 

writing entirely, if you're inclined to that sort of madness. 

Stage 1 -- Getting ready 

Stage 2 -- Writing 

Stage 3 -- Editing 
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Stage 4 -- Final Pass and submission 

These four stages are a regular part of being a writer.  Make them part 

of your regular routine, in whatever manner you set up your process, 

and none of them will seem so overpowering. 

Oh, and one final note... 

Have fun.   
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Why I Hate the Bad Guys 

By Marianne Eady 

©2003 Marianne Eady 

I
 knew I wanted to write fantasy from quite a young age. As a 

child with the usual dose of over-active imagination, I played 

make-believe in school at break times, running around waving a 

'sword' and pretending to be a hero or flapping my wings as a magical 

dragon. The boundaries of my imagination and story-telling abilities 

were limitless. Or so I thought. 

My best friend humoured me, but after the ninety-seventh time I'd 

emerged victorious, she announced that it was time we swapped roles. 

After all, why should she be the villain all the time? 

There was a very good reason, I found. For all my enthusiasm, you 

see, I have always made a very poor bad guy. 

Perhaps in explaining some of the pot-holes I fell into on that playing 

field as a child, I might explain how to avoid them, and if you too are a 

villainously-deficient writer, you can avoid skinning your knees. 

1. The scheming villain 
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It seemed such a good idea at the time. I would plot and scheme in 

my ivory tower, devising the perfect plan to lure the hero to his doom. 

Muahahahaha! This would show off my highly devious villainous mind. 

Brain versus brawn! 

Of course, what actually happened in the playing field? I was merrily 

plotting and cackling to myself, and in the meantime the hero had 

battled the dragon, defeated the door-guardian's riddle, and strolled 

off with my gold! While it did occasionally make for a good scene of 

cursing and vowing revenge, as often as not I'd complain it wasn't fair. 

My friend the hero laughed at me. As well she should have. 

You see, I'd missed the first rule entirely: Villains must act. 

No, I'm not espousing that your villain should suddenly take up 

practising Shakespearean speeches. No, what I mean is, the villain 

cannot merely plot and scheme. He must step down from his tower 

and actively get involved in doing things. Until he's engaged in 

nefarious activities, he's nothing but a talking head, for all the depth 

and tenor of his evil laugh. 

2. The super villain 
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Once I'd realised my problem with the first few villains, I immediately 

set to with villain type two. This guy was great. Right from the start he 

was on to the hero, zapped him with the obligatory magical laser 

beam, threw him in a cage and very carefully outlined all the ways he 

certainly could not escape. Muahahahaha! What a good villain I was! 

I'd won! 

Until, of course, my friend deftly pointed out that this technique didn't 

exactly make for the longest or most exciting story. 

I didn't know rule no. 2: Villains must be flawed. 

The flaw does not need to be large, nor glaringly obvious. In fact, most 

flaws in good quality fiction are quietly understated, and it only 

becomes clear late in the game how the villain's childhood nightmare 

of imprisonment in a sheep pen will prove his undoing. 

3. The plastic villain 

So I'd sorted out my actions in the Grand Master Plan to Take Over the 

World, and I'd established my deep-seated fear of farmyard animals, 

what was left? Surely even my pernickety friend couldn't object to the 

towering impressive villain that stood before her now? 
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We were young, so, actually, she didn't. Or at least, if she laughed, 

she kept the reason to herself. 

It's only now that I've read more widely than the superhero comics I 

so favoured at the time that I realise I was still lacking the most 

important feature of a really good bad guy. 

Tell me--when was the last time you met Ming the Merciless on the 

street? What about Darth Vader? 

Okay, so excluding the people who attend SF cons -- I'm sure not one 

of you has ever met even an approximation to either. You see, villains 

don't usually walk round with swirling capes and silly sound effects. 

Real villains aren't Mattel action figures. In fact, they're not plastic at 

all. They're real. Flesh and blood. 

This is rule no .3: Villains are as complex and human as each of us. 

Real villains have lives outside being bad all day long. Your hero plays 

the bugle and is fascinated by 18th Century art, so why is your villain 

a plastic figure with a swirling cape and a great line in evil laughter? 

Development of your bad guy is just as important as your hero if you 

want your readers to believe the danger he poses is real. Plastic 

villains are as fake as a polystyrene monster in a cheap B-movie. 
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4. The evil villain 

What? You think villains should be evil? 

You're not wrong. You're also opening yourself up to missing a chunk 

of the picture. You see, in between all of those Muahahaha!s and the 

swirling cape fiasco, I really did believe that villains were all evil as a 

child. Hearts blacker than night or death, they glorified in their 

darkness, awaiting only a stern thwack with my hero's sword to send 

them right back to the cave they crawled out from. Haha! 

Now, as grown-up writers, though, we have to realise that the real 

world doesn't run in black and white. 

This is the basis for rule no. 4: Villains should think they are the hero 

Empires of Evil don't exist in the real world, and very few bad guys 

ever see themselves as bad when they commit their crimes. Go to a 

criminal court one day. The bad guy who shot his wife justified it 

because he thought she was cheating on him. The bad guy who deals 

drugs and gave that teenager the trip that resulted in brain damage 

was trying to feed his kids with the proceeds. I'm not saying people 

can't be bad guys. I'm saying they are shades of grey, and that your 

villains can grow stronger from the added depth their conscious 



Holly Lisle's Vision        89 
Issue # 16 
July/August, 2003 

 
 
reasoning will give them. They don't have to make sense to anyone 

but themselves, but they need to have those thoughts to make them 

truly real. That's what makes us human. 

I still struggle with my bad guys. As soon as I've quashed their 

plotting and planning, they're sitting there cackling maniacally and 

thinking about fun things to do with a branding iron. But my bad guys, 

with all their faults, are the real core of every story I write. What use 

is a hero without a villain? 

Getting it right is important, and most important things are difficult. 

That's why I hate the bad guys, you see, and why, with a bit of 

forethought, you can love to hate them too. 

(Oh, and avoid the skinned knees, of course.) 
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Villains Part One: 

Putting the Ill into Villain 

Villain motivations and characterization 

By Tina Sikorski 

© 2003, Tina Sikorski  

I
t's fairly easy in any speculative fiction genre to make a very 

generic villain, one out to destroy the world/kill the good 

guys/rule the universe just... because. And in fact, most 

readers will accept that motivation. Evil is evil, simple as that. But 

maybe you're sick of those stories, and are wondering how to breathe 

a little more life into the antagonist(s) of your piece.  

As always, the place to start is with asking why. Chances are you've 

already done that a few times and not come up with a coherent 

answer, or you wouldn't really be wondering how to breathe that life 

into the guy -- he'd already be breathing just fine on his own. 

You could start with the easy one: revenge. It doesn't have to be a 

particularly logical revenge; all it takes is the villain feeling as if the 

world owes him something, or that the protagonist (or victims, or 

whomever) are somehow responsible for keeping him from attaining 
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his less villainous goals. Many people think, for instance, that if Hitler 

had become successful as an artist the Nazis would never have 

become the affliction to Europe and beyond. This may be utter 

hogwash, but that's no reason to not borrow the sentiment.  

Maybe your villain was actually a fairly nice guy who only ever wanted 

to be a painter, but who found himself passed up again and again, 

often by people whose idea of a deep and meaningful painting was to 

splash an entire canvas with white except for one thin, red line. Or 

maybe he was a serious sculptor producing realistic and beautiful 

fantasy works, only to have the local city hall decide to buy something 

that requires an explanation for anyone to have a hope of deciphering 

what it depicts. I know if I were a sculptor, some of what the 'modern 

art' businesses choose to display might drive me batty enough to 

target them for their seriously painful, and probably fiery, downfall... 

Then -- and this is a trick that works for me, at least -- build the 

character as you would any other, but build it before he became a 

villain. If you really have a hard time understanding the inside of 

villainous heads, this can be particularly useful. You still have to get 

him from point A to point B, but it might be easier once you 

understand the non-villainous things that drive him. He's an artist. 

He's frustrated to the breaking point. But unlike most of us, instead of 
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going home and drinking or ranting to a friend on the phone or 

explaining that all works of art like that should be blown up, maybe he 

goes home and starts researching a way to use magnesium and a fuse 

to melt that stupid-looking sculpture into slag. Villains usually start 

small. And then the next company that pisses him off with their 

acquisition of art like that? Well, maybe that one he burns something a 

little more important than a sculpture... like the office of the person 

who made the decision to buy it. Sooner or later, you'll have a raving 

maniac. That's the point where you put him into the book. 

Revenge isn't the only possibility, of course. One way one particular 

character of mine became involved with the Forces of Evil [TM] was 

actually out of the best of motivations: she was driven into their arms 

because the so-called good guys were all talk and no action. Maybe 

your villain had her share of troubles -- or had family who did, or 

friends -- and some allegedly good group of people provided her with 

no help, or possibly even made the situation worse... so she sought 

other alternatives. Sooner or later, one of two things would happen: 

her association with the people in the grey area of morality would lead 

her to try to break away, or she'd decide -- maybe even still with good 

intentions -- that only by holding that kind of power can you really 

affect change in the world. That the type of change your villain is after 
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may not be what others want would presumably be the problem. Or 

that she's willing to let the ends justify the means. There's no reason 

your villain has to be a raving maniac, after all. Subtle villains tend to 

last longer. 

Grasping for power from a desire to never be hurt again is actually a 

good, solid place to start a fairly sympathetic villain. Maybe your villain 

grew up under fairly unpleasant circumstances, and was determined to 

hold power at any cost. Sooner or later, that tips even the most 

understandable person from 'grey morality' straight into evil acts. 

When you will do anything to keep someone from having power over 

you, you find yourself destroying an awful lot of lives. 

One of my characters actually is taking that route right now. She grew 

up under less than pleasant foster conditions, and escaped to the 

streets. There the rule was that if you wanted something, you traded 

something of value in return: favor for favor. When you're young and 

relatively powerless, sometimes you only can trade things you really 

ought not have to trade. 

In her case, she traded both her body and her skills.  She had learned 

how to be a fairly accomplished thief, and she was beginning to learn 

magic. She was sent on some types of 'assignments' that were both 
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more risky than she would have chosen for herself and, in a couple 

cases when she failed, got in trouble with the person she owed the 

favor too. As a result, she is now extremely sullen whenever she owes 

someone a favor and they ask her to repay it in a way she doesn't like 

-- which made it hard for her fellow characters to get along with her.  

However, she's very competent, not a bad person -- yet -- and much 

more powerful than she used to be. Sooner or later she will stop 

needing favors; she'll be able to pick and choose what she does to 

have a comfortable living. But... because she has developed such an 

extreme reaction to the idea of people holding power over her, she is 

beginning to pursue power for its own sake. Deals she makes now to 

gain more power are less careful of other people's property and 

livelihoods. It would not take much for her to be less careful of lives as 

well. She could easily become the kind of power-hungry villain that 

graces many a book... but in the course of telling her story, I could 

point to exactly why, which is ultimately more satisfying than hand-

waving and "just because!"  

All of these characters started out potential heroes. At the very worst, 

they would have ended up neutrals -- characters that probably would 

take no steps to be particularly heroic. But something -- revenge, fear, 

or frustration -- changed their paths. Writing the person before that 
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happened and watching the slow descent into true villainy will give you 

a well-rounded villain that both you and your readers will be able to 

understand. 



Holly Lisle's Vision        96 
Issue # 16 
July/August, 2003 

 
 

Villains Part Two: 

Sympathy for the Devil 

Looking through the Villain's Eyes 

By Tina Sikorski 

© 2003, Tina Sikorski 

F
antasy, dark fantasy, and horror have several things in 

common, and unfortunately they are all prone to the clichéd 

villain. Take a look through your own work and see which of 

these categories you fall into: 

a) Serial killer (of children or adults), b) dark force after the 

destruction of the world, c) aliens (dimensional or planetary) bent on 

death and destruction, d) vampires or similar legendary creatures on 

killing streaks, e) greedy, self-serving people whose venality is 

mistaken for true evil, f) some combination of the above.  

If you didn't find your villain in the above list, I applaud you. The rest   

-- including me, I'm afraid -- might want to rethink things. There's a 

good chance that your villain is not only a cliché but outright one-

dimensional. It's very easy to make up your antagonist, put a black 

hat on him, and call it done. 
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Shift your perceptions a bit, and take a look at that grey area. 

Somewhere in there, you may find the villain's point of view. Oh, in 

some stories, the villain knows he's the "bad guy" and doesn't care... 

but what if the villain thinks he's the hero? Even if you're still sure the 

guy deserves to be in the black hat, don't you think you owe him his 

five minutes on the soapbox? 

Maybe the spirits from another world who are causing people's deaths 

actually have come to our world to do good things -- spread 

knowledge, help save us from someone else, or even just establish 

contact -- but something inherent in their very existence causes harm 

to humans. Do your heroes just destroy them anyhow?  

In a traditional story, the heroes might never even discover the 

reasons behind the deaths, and do just that -- a tragedy if they ever 

do learn the truth, and a sub-plot worthy of a good chunk of a book 

right there. Or maybe the heroes take a "them or us" stance, and now 

from the alien point of view the humans have become the villains, who 

must be hunted down and stopped. 

How about that child-killing madman? Perhaps he was once a hero 

himself, but after so many years of trying to think like villains -- and 

possibly a personal tragedy or two -- he finds himself suddenly unable 
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to overcome his urges to kill. That's actually been done, but it's at 

least less often used than some of the other options, and often it's 

more a case of  "possessed by ancient evil" sort of thing --  a good 

way to mislead the characters as they start to find reasons to suspect 

the hero of being the culprit, I might add. 

Maybe the villain really is as straight-forward as he looks: he's bent on 

personal power at any cost. But what about the villain's henchmen and 

slaves? Many heroes will happily slaughter the entire host of the villain 

without stopping to wonder how those people got there. If the villain is 

particularly charismatic and the henchmen particularly uninformed, will 

the heroes come to grips with the fact that they're killing people who 

might come over to their side or that they themselves are risking 

being the true villains when all is said and done? 

One of the role-playing games I used to spend time with had an entire 

race of supernatural creatures who once nearly wiped out humanity in 

an effort to stop them from polluting their world. From the point of 

view of that race, they were doing the right thing -- they had to save 

the earth, and if that meant wiping out its potential destroyers, so be 

it. But from the point of view of humanity, these ravening slobbering 

beasts were hell-bent on genocide, and they had every right to fight 

back with all their might. You could write a story with either group as 
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the heroes of the piece. How do you know that in your story the villain 

really is one? 

Ultimately, of course, you have to make a decision about which side 

"should" win. It may be true that the space aliens who cause death 

simply by being in the same room as a human have the best of 

motivations, but they still need to be chased off the planet for the 

good of humanity. Maybe they don't understand that, but if so, their 

own blindness is what puts them solidly into the antagonist role. And 

while a villain's henchman may have been fed lies about what she's 

ultimately doing, sooner or later she has to discover what's really 

going on. Maybe the tactics of the villain will scare her enough that she 

leaves... but maybe she'll decide she doesn't care, and move herself 

from a figure to be pitied to one to be defeated.  

In the end, understanding both points of view will, with any luck, lead 

you to a richer story. 
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Titles Are Shadows 

By Lazette Gifford 

©2003, Lazette Gifford 

F
inding the right title for a piece can be frustrating, especially 

for writers who suddenly come to a crashing halt over what is 

often less than a half dozen words. That title is the first line 

that a reader sees -- whether in print, or on an editor's desk -- and it 

shapes perceptions.  Titling a short story properly can be difficult 

enough, but a novelist can have the double annoyance of finally 

finding the 'right' title, only to have the publisher decide to change it.  

Novelists shouldn't get too attached to their titles, but they can't 

ignore them, either. 

Titles can set the mood of the piece, and can even help the author 

keep sight of the mood she wants.  I don't always title pieces right 

away, but if one comes to me early in the work, it generally means it's 

a good title.  At other times, titles just elude me. 

Sometimes a person works too hard to find something flowery, poetic, 

and catchy, even when it doesn't exactly fit the story.  I spent days 

trying to find the right catchy phrase for a story about a woman who 

was offered a chance to get out of prison if she helped work on a new 
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space station.  Nothing I came up with suited the story.  And then, on 

a reread, I realized that an echoing thread had people telling her how 

lucky she was.  The story title became Lucky and turned out to be a 

perfect fit, allowing me to create an ending scene that tied perfectly 

into the theme.  Lucky sold to Ideomancer, and is still available there.  

The lesson here is that sometimes you can try too hard to find a fancy 

title, when something far simpler works better.  Look at key words, 

names, or places and see if one of them can be used.   

However, there are stories where something more is needed, like the 

story about a prince about to inherit a kingdom, his fear that his young 

wife will leave him (like his mother abandoned her husband and two 

sons), and the strands of hair he takes to his brother the mage to 

weave a love spell through a portrait.  The story is Weaving the 

Strands of Love. 

If a title does not just come to me right away there are a couple tricks 

that I try. The first is to look at the main character's name and see if 

the story can be titled in that way:  Melina; Melina's Story; Melina's 

Tale; Walking with Melina, etc. 

If that doesn't work, I start looking for a theme.  Is the story about 

war and death?  I pull out my trusty hardbound copy of Familiar 
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Quotations by John Bartlett (ISBN 0-316-08275-9), better known as 

Barlett's Familiar Quotations.  In the back is an index of key words. 

War and death both have long sections, so I start with war.  The index 

not only lists pages on which the word war can be found, but it gives a 

little snippet of the quote, which can help save a lot of time.  I 

generally look for something older (which means lower page number -- 

the quotes in the book are done by year). 

And the first snippet immediately catches my attention -- 'a god has 

given deeds of war, 58:17'.  Deeds of War might work very well.  Out 

of curiosity I check out the reference anyway.  It's familiar... 

Ah, of course.  Homer's Illiad: 

You will certainly not be able to take the lead in all things yourself, 

for to one man a god has given deeds of war, and to another the 

dance, to another the lyre and song, and in another wide-sounding 

Zeus puts a good mind. (Homer, Illiad, l. 729) 

But maybe death is more important to the story.  So, I check the 

listing for death. The first two don't appeal to me, but then I see 

'absence, darkness, death, 253:1.' 
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Absence, Darkness, Death looks like another good title.  I go take a 

look: 

He ruined me and I am re-begot 

Of absence, darkness, death; things which are not.  

(Donne, A Nocturnal upon St. Lucy's Day, being the shortest 

day) 

Bartlett's Familiar Quotations is a great resource for writers.  Often 

just scanning the index gives me an idea for an original title, and I 

don't even look up the quotes.  For those of you who like an on-line 

version, try Bartleby.com, (http://www.bartleby.com/) which has far 

more than just Bartlett's book available.  I prefer my hardbound in this 

case, though.  Browsing through the index alone has inspired a 

number of titles. 

Here's something else to consider: short stories can usually have 

longer titles than novels.  I suspect that's because the amount of 

space on the spine of a novel is limited, and two words can be larger 

than five, and therefore easier to read.  Or it may be that you need a 

shorter title for people to remember and spread the word.  For 

whatever reasons, you're more likely to find a book titled Melina's Tale 

http://www.bartleby.com/
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rather than Melina and the Greater Glory of the Goddess, which would 

make a decent short story title. 

Titling a short piece about a man who cast runes before the 1066 

invasion of England quickly became A Fate Cast in Stones.  A young 

adult mystery novel about a teen sent to a foster home in a small town 

became The Good People of Coralville.  I've had shorter titles that 

work just as well:  Silky, Unlikely Companions, Weber's Site, and Niche 

(which had been Chasing Martian Mice -- not a good title at all).  

When I considered the title for a humorous short story that included a 

were-bunny as well as an ice skating camel, I came up with Would 

That It Were almost immediately.  However, a novel that includes 

Appalachian elements, along with Cherokee and Egyptian mythology 

went from The First Open Door to Doors to Glory and might go through 

more changes.   

Sometimes you will just never come up with the title you want.  Don't 

let that stop you from writing the story.  I've seen some people say 

they can't write a story screaming in their heads because they don't 

have the 'name' yet.  Give it a name.  When it's older and more 

mature, it might file for a name change, but don't let the lack of a title 

hold you back from telling the story. 
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And don't let the fact that you haven't found a good title keep you 

from sending the piece out.  In one instance, I could not come up with 

a title for a short story.  I kept changing it, including a change just 

before I sent it off to an ezine.  I later got a note saying I had sold The 

War Between.  I had no idea what they where talking about until I 

went back through my emails and found a copy of what I sent.  This 

was even more amusing by the fact that the sale notice came on a 

private email, and I didn't see the ezine's name (which was down a 

few lines from the signature) until I read the note a second time.  I 

had sold a story I didn't recognize, and I didn't even know to where... 

And what about the title to this piece?  I played with Bartlett's Familiar 

Quotations again, looking up 'title': 

When kings the sword of justice first lay down 

They are not kings, though they posses the crown 

Titles are shadows, crowns are empty things 

The good of subjects is the end of kings  

(Daniel Defoe, The True-Born Englishman, l. 313) 

Yes, the quote is about a different type of title, but the words fit.  In 

the end, that's all you need to worry about. 
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Tangled Fingers and Jumbled Keys 

By Allison Starkweather 

©2003, Allison Starkweather 

F or over a century typists have used the Qwerty style keyboard layout 

that is familiar to most of us today. Although this is the most widely-

used and well-known keyboard layout, it is not the only option 

available. For many people, and especially writers, who often spend hours at a 

time typing on their computers, it is possibly not even the best option. A less well-

known, but possibly better-designed, layout is the Dvorak keyboard. 

The Qwerty layout was named for the first six letters at the left side of the top-

most row on that keyboard configuration. The Dvorak keyboard, on the other 

hand, was named for the man who created the layout, Dr. August Dvorak. Its 

name has nothing to do with the layout of the keys. The first five letters of the 

home row in Dvorak are "A-O-E-U-I".  

Here are pictures of a Qwerty and a Dvorak key layout: 
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What's so great about Dvorak? Is Qwerty wrong? 

No, Qwerty is not the "wrong" way to type. There's no wrong way, as long as 

whatever you're using works for you. Neither Qwerty nor Dvorak are "proper"; 

they're just different. Both have distinct advantages. Qwerty is far more popular, 

and you will always be able to find a keyboard in the Qwerty layout.  It is also the 

layout used by most businesses. Dvorak is harder to find and less well-known, 

but in general is considered better for you physically. Use what works for you and 

your needs.  
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Dvorak has been gaining popularity for several reasons. First, it generally 

increases your typing speed by up to 20wpm. The Qwerty keyboard was 

developed for the first manual typewriters. At that time people could type faster 

than the machines could handle, and the keys became jammed. Because of that, 

the keyboard layout was rearranged, putting the most commonly used keys 

farther apart, and forcing typists to slow down. The Dvorak layout, on the other 

hand, puts the most commonly used keys on the home row, which means your 

fingers have to travel less distance to get to the keys they use most often. This 

helps speed up typing, and reduces repetitive motion, which in turn helps with 

wrist and arm injuries caused by repetitive typing. 

I can type fast; does that mean I'm typing Dvorak? 

No, Dvorak is not a style of typing, like hunt-and-peck or touch-typing. Dvorak is 

merely the name given to a specific format of key arrangement. For computer 

users, it is a relatively simple task to switch to a Dvorak layout. All you really 

need is the keyboard driver, the desire to make the switch, and the perseverance 

to keep going when it seems like it would be easier to continue with your high 

speeds on Qwerty, rather than work to improve your at-first low speeds on 

Dvorak. If you wish, though, you can buy a keyboard that's already set up in 

Dvorak. Also, keep in mind that it is never too late to make the switch. Learning 

to touch-type Dvorak is no more difficult than learning to touch-type Qwerty, with 

the caveat that if you already know how to touch-type in Qwerty, you don't just 

have to program your fingers--you have to reprogram them. Although it is 
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possible to switch to Dvorak and still retain your Qwerty skills, it is more difficult 

and takes more practice than making the switch cold-turkey. Learning curves 

when switching from Qwerty to Dvorak vary; when I switched, it took me about 

two days for my fingers to forget Qwerty, three days to learn the keyboard, and 

about three weeks to get up to 60wpm. My fastest speeds with Qwerty had been 

in the 90s, but for everyday purposes, 60wpm allowed me to get along just fine. 

Now, approximately two months after switching, my average typing speed has 

increased, my writing speed has more than doubled, and my maximum recorded 

speed is currently 110wpm.  

If you'd like more information about Dvorak, or support in making the switch, feel 

free to stop by the Forward Motion Dvorak Typists' Support Group at 

http://www.hollylisle.com/community/dc/dcboard.php?az=show_topics&forum=66  

Qwerty to Dvorak is not a well-known path, but it has been traveled before, and 

we're always happy to help you along the way.  

http://www.hollylisle.com/community/dc/dcboard.php?az=show_topics&forum=66


Holly Lisle's Vision        110 
Issue # 16 
July/August, 2003 

 
 

Being a Teenage Writer 

By Lorianne Watts 

©2003, Lorianne Watts  

I
 recently got really serious about my writing. It's been an 

interesting experience for me, in more ways than one.  

"So, what are you up to, Lori?"  

"Oh, I'm writing a novel."  

Silence is the typical reaction. There are very few people who take you 

seriously when you're a "youngin'" and writing. Why? Maybe because 

people expect no more out of a teenage writer than a "lovey-dovey 

romance" or a "high-school drama" novel. I have talked to a lot of 

other fellow teenage writers, and they produce some pretty mature 

material (and I try to). Maybe the stereotype of young writers is 

because people expect it to be just some words thrown down on a 

piece of paper. That's not true either. I, personally, take a lot of pride 

in my work. It's a never-ending process until the last revision word is 

typed (or written).  

And I'm certain that teenage hormones filter through everyone's mind 

at least briefly when they attempt to make the connection between 
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teenagers and writing. For me, writing is a release. It helps me relax 

and think better. Plus, I actually like writing when I'm in such an 

emotional stage of life. I try to show those emotions in my work, to try 

to make the reader connect with the characters in some way.  

Also, some people might think that teenagers who write won't produce 

quite as good a "quality" work than they will when they're older. They 

might think that teenagers haven't experience life, so maybe their 

work will be "naive," so to speak. And you know something? I agree.  

While dealing with the writing aspects of writing, you've also got to 

deal with life. There's school, grades, extracurricular activities, work, 

friends, parents, and all sorts of obligations. All these things have a 

tendency to shove writing to the backseat. With me, it's a major 

frustration. Writing is my release, and when it is forced to take a 

backseat, I tend to get cranky.  

All my life, I've had a very vivid imagination. I've been writing since I 

was seven, although back then they were just little, maybe 200-word 

stories entitled The Bad Sleepover or something similar. And while I 

used to laugh at the stories I wrote when I was little, I can now 

appreciate them. Not because they're any good, but because they are 

a source of inspiration to me. When you're seven years old, 200 words 
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is a lot. When you're seventeen, 2000 words a day is a lot. Knowing 

that I could write ten years ago -- even just a little -- gives me more 

inspiration than almost anything else.  

When I'm stuck in a novel, whether it is the beginning, middle, or end, 

it helps to have past works to draw inspiration from, although I usually 

tend to turn to story generators or write a poem to get my imagination 

flowing again. Ten years ago, there was no writer's block. I saw a 

world with endless possibilities, and I wrote a lot of them down. The 

result? Many nonsense stories -- but at least they're stories.  

I'm still not sure if I want to be a professional writer, although I do 

know that I'm going to continue my writing. It's for fun as well as 

sanity purposes. I'm at the age (seventeen) where I'm trying to decide 

what college to attend and what career path to take. Not only is it 

stressful, but it's time consuming. If I could write all the time right 

now, I would.  

I recently heard someone say, "My take is that early on writers have 

more passion and later they have more knowledge of the craft." But 

it's important that while you learn the mechanics, you keep the 

passion. I believe that writing without emotion isn't good writing at all. 

Every type of writing -- whether it is journalism, personal, fiction, 
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poetry, science fiction, fantasy, horror, etc. -- needs some sort of 

feeling.  

No matter what happens, if a writer (teenaged or not) is willing to 

work and revise, as well as take criticism and advice, she has a better 

chance of being successful. Plus, she's got to write, not just "talk the 

talk." The earlier you start, the more practice you get. And practice 

makes perfect!  

No matter what age you are, if you're truly serious about writing, I'm 

going to take you seriously, just like I've been taken seriously at the 

Forward Motion Community, because teenage writers -- including 

myself -- need that type of reaction. We need the serious criticism and 

the support. It helps us grow, and growing will help us be successful.   

Success is almost everyone's goal in life. No matter what it takes to 

get there, it's what we all want. It's the standard American dream. For 

me, I'll be successful as long as I have a source of income and I'm 

writing. That's my dream, to keep writing. And we all need dreams for 

inspiration, no matter what age.   

So, good luck to all young writers out there.  You're not alone. 

Hopefully, you never will be. And to everyone helping us "youngin's" 
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along the way, thank you. Whether or not you realize it, you're a big 

source of assistance to us all. 
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Book Review 

Making a Good Writer Great 

by Linda Seger 

Reviewed by Gerri Baker 

©2003, Gerri Baker 

E
ver wish you could snap your fingers and be creative right 

there, on the spot? I know I do. In this era of fast-paced, 

tightly packed schedules that run seven days a week, 

creative time is a precious commodity. When those few hours finally 

come, writers have to be ready to write. But muses are fickle, and 

creativity doesn't just flow when the hour has been struck. Or does it? 

Linda Seger, in Making a Good Writer Great, suggests that creativity 

can be summoned whenever needed, which puts the writer, not the 

muse, in control. 

What makes Seger's book different is her approach to creating. 

Instead of recounting personal experiences, she starts by asking the 

hard question: are you willing to commit to being a better writer? If 

so, then she shares the techniques to put all that creative energy at 

the writer's fingertips. Seger suggests that writers begin with 
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memories, the bits and pieces of life, and combine them with originally 

unrelated memories. This process creates new ideas, makes new 

connections, and pushes the creative force ahead. 

Then, Seger shows how take creativeness to the next level.  Writers 

need to figure out when they best work, whether during the morning, 

noon, afternoon, evening, or night, and schedule accordingly, playing 

to their strengths and revising during the down-time. In the process, 

writers should train themselves to use diverse ideas and combine them 

in new and exciting ways. Add in the twist that truth gives to fiction, 

and the power of theme, and writers go to the next level, from good to 

great.  

But the process of creating doesn't end with self-knowledge and 

discipline. Seger suggests five specific areas of life writers can mine for 

inspiration.  

Sensation-thinking puts the writer straight into the action by using 

sensory descriptions beyond just what the visual of the scene is. 

Emotions and physical senses can be tapped to make scenes more real 

for the audience, and, if necessary, more uncomfortable.  

Dreams can be a great source of drama and inspiration. Dream 

journals provide a way to record and analyze dreams for a later time. 
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Seger emphasizes that dreams are the time when the right brain, the 

creative side, comes out to play while the logical left brain is tucked 

away, so dreams, if channeled, can become a creative playground. 

Seger thinks the true key to creating memorable characters is to be in 

touch with the shadow-self. She even titles a chapter "Why Your 

Shadow is Essential to Your Success as a Writer." The flaws are where 

characters become real, where the most growth takes place. There, 

lurking in the dark, taboos and evil spring forth to balance out the 

good that shines outwardly. People are made up of both dark and 

light, and so are the best characters. 

Along with the idea of shadows, Seger suggests opposition, whether in 

characters or scenes, adds depth to writing. Putting characters, 

protagonist or antagonist, in opposition with themselves creates a new 

kind of conflict, one that transforms characters from simple beings to 

complex people. Scenes can also use juxtaposition of light and dark to 

create layers of meaning.  

Spirituality is another place where writers can come into contact with 

creativity. Seger believes that creation is a natural act, and creativity 

is merely an out branch of the Spirit, or God, of anything that can 

transform people. While she does acknowledge that some people do 



Holly Lisle's Vision        118 
Issue # 16 
July/August, 2003 

 
 
not share that view, she goes on to talk about how her faith has 

helped her become a more creative person.  

Then, after finishing the writing, Seger suggests finding quality 

feedback, from both friends and more professional sources. Be open to 

what people say, she urges, and be willing to find the right person for 

the stage the story is in. Someone who is able to see the big picture of 

a story would be better for an earlier draft. Later drafts benefit more 

from a line-by-line reader. Then the writer must be willing to take all 

feedback and analyze what the readers have said.  

At each stage, Seger provides not just information on the chapter 

topic, but also a series of exercises for readers to use to open up their 

personal creative avenues. She even takes into account that different 

writers use different methods, gently steering non-structuralists to 

chapters that might better serve their needs. While these exercises are 

focused on screenplay writing, all the techniques can be easily applied 

to prose. 

Overall, Making a Good Writer Great is what this book is all about. 

Seger shows how the best writers get their muse on demand by 

seizing control of their own creativity.  With her methods, great writers 

can develop the techniques and the depths to create their own stories 
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from the wellsprings within themselves as well as use the world 

around them for inspiration. 

Linda Seger. Making a Good Writer Great: A Creativity Workbook for 

Screenwriters. (Silman-James Press, 1999, ISBN 1-879505-19-5)  

$14.95 U.S. 
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Website Review: 

Timelines 

By Peggy Kurilla 

©2003, Peggy Kurilla  

T
he Timelines of History site (at www.timelines.ws) is an 

excellent resource for anyone who needs historical data for a 

project.  The information is presented in chronological format 

and broken down into reasonably short time periods (i.e., two 

centuries at a time or five years at a time) depending on how much is 

known about events that happened. 

The site's homepage contains links to the History of the World from 

the Big Bang to 2003, as well as links to histories of each state in the 

United States, many cities of the United States, countries around the 

world (from Afghanistan to Wales), and even specialized timelines for 

subjects such as baseball, money, NASA, television, U.S. Presidents, 

and wine. 

The information on the site is mostly complete (I'll discuss its most 

glaring omission later in this review) and sometimes exhaustively 

thorough.  In fact, this is also one of its greatest faults.  Sometimes, 

http://www.timelines.ws/


Holly Lisle's Vision        121 
Issue # 16 
July/August, 2003 

 
 
the information it contains overlaps in confusing if not contradictory 

fashion.  An excerpt from the site regarding the origin of Halloween 

provides an example: 

834  Oct 31, This evening became All Hallow's Eve with the 

establishment of Nov 1 as Feast of All Saints by Pope Gregory IV.  

 (PTA, 1980, p.204)(SFC, 10/31/01, p.C2)  

834  Nov 1, This day was declared to be All Saints' Day by the Catholic 

Church.  [see 835CE]  (SFC, 10/31/01, p.C2)  

835   Nov 1, After the spread of Christianity through the west, the 

Roman Catholic Church in 835 A.D. made November 1 a church 

holiday to honor all the saints. This celebration was called All Saint's 

Day or All Hallows and the day before it--October 31--was called All 

Hallow's Eve (later Halloween). Pope Gregory extended the Feast of All 

Saints on Nov 1 to France and Germany. [see 834CE]  

 (PTA, 1980, p.204)(HNPD, 10/31/99)  

For the complete text, see http://timelines.ws/0600AD_999AD.HTML 

  

The confusion results because the site masters simply entered the data 

from different sources (note the parenthetical references at the end of 

http://timelines.ws/0600AD_999AD.HTML
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each entry) without editing or resolving any discrepancies that may 

exist.  While preserving the accuracy of the source material is 

important, it might have made more sense to consolidate some 

entries, noting any points of disagreement, than to have multiple 

entries on the same topic.  Bracketed cross-references help, but result 

in choppy entries that could have been smoothed out. 

The specialized timelines provide all kinds of interesting information.  

For example, the first recorded non-military airline crash (in January 

1942) killed Carole Lombard and her mother.  Prizes were first 

inserted into Cracker Jack boxes in 1912 (or 1913; this is another 

inconsistency like the one mentioned above).  Punchcards were used 

to tabulate the census in 1890.  (See the special timelines on 

aircrashes, games and toys, and computer history, respectively.) 

Possibly the most complete of their timelines lists the history of films 

and filmmaking from 1832 through 1932.  Any student of film will find 

this list fascinating and absorbing.  Besides noting that the first public 

showing of a movie projected onto a screen occurred in Paris in 1895, 

the site also notes that interest had begun to flag in motion pictures 

before "The Great Train Robbery" was released in 1903—which 

introduced the concepts of editing, the Western, and that all-time 

favorite, the chase scene.  Nuggets like these are scattered throughout 
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the site, and whether you're a serious student of history or just looking 

to fill a few hours, the site is well worth a visit. 

However, the site isn't perfect.  For all the useful information in the 

specialized timelines, one stands out for its glaring omissions.  The 

timeline for technology begins at the first century CE, then skips ahead 

to the fifteenth century CE in Europe, completely bypassing non-

European advances in technology during those years—and even in the 

centuries before Christ.  This is precisely the kind of lopsided history 

I've mentioned in previous Vision articles, and I can't recommend the 

technology timeline as a good resource because of it.  If you need 

information about relatively modern Western technology, the site can 

be useful.  But if you're looking for a thorough history of worldwide 

technology, you'll need to look elsewhere. 

Despite the flaws—incomplete technology timeline and overlapping 

entries—timelines.ws is a good browsing site.  I strongly recommend 

taking some time to visit it. 
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Good News from Forward Motion 

Latest publishing news from our members. 

 

 

Holly's latest book is in the 
bookstores!  If you can't find it order 
it from your local book stores!  (This 
is better for authors than ordering on-
line -- it keeps their numbers up 
where they count!) 

 

Cover work for Holly's new novel, Vincallis the 
Agitator 

Look for it in bookstores now! 

Holly Lisle's acclaimed trilogy THE SECRET TEXTS is 
the epic adventure of heroes battling a resurrected 
evil that had nearly destroyed the world a m
before. Now Holly Lisle take readers back to the days 
of that ancient apocalypse -- and to the decadent 
heart of a fantastic, doomed empire . . .  

illennium 

Glory of the Dragons 

Based on a science of sorcery called Dragon magic, the Hars Ticlarim is 
a miraculous place of mansions built on clouds and gardens blooming 
diamonds beneath canopies of captive stars. But this incomparable 
beauty hides a dark core: Dragon magic draws its power from the 
agony of slaves who are killed for sorcerous fuel. And for three 
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thousand years, no one has dared question the empire's inhuman 
cruelty . . . until now. 
 
Wraith, a boy with an uncanny power, seeks the art to foment a 
revolution within the Hars Ticlarim. Solander, a brilliant young mage, 
believed he has discovered a totally new form of magic. Luercas, a 
sadistic noble, will commit any crime that furthers his ambition. All 
three are clever, resolute, driven -- and naive. For they challenge the 
rulers of a globe-spanning power that has endured for millennia -- 
rulers who will do anything to stay in power forever . . . 

Holly Lisle's current books -- on the stands now!  

  
 

Holly Lisle's Talyn and Romantic Fantasy #2 have sold 
to Tor!  

 

 Sheila Kelly (aka S.L. Viehl/Gena Hale/Jessica Hall/Rebecca Kelly) 
Sold an as of yet untitled Christmas adult Christian fiction novel, to 
Guideposts International Book and Media Division, rush deadline of 
September, to be released December 2003. This is the fourth book 
she's sold  to Guideposts since November.  

 S.L. Viehl was made an offer from the Science Fiction Book Club to 
make her novel Blade Dancer a featured alternate selection.   

 

 Wen Spencer has been nominated for the Campbell award as best 
new genre writer of the year.  

 

 Tamara Siler Jones has sold Ghosts in the Snow, the first book in a 
three book contract, to Bantam Dell. 
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 Barbara Davies has a short story 'Crying for the Moon' at  Twilight 
Times website. You can read it (for free) here:  
http://www.twilighttimes.com/apr03/b_Davies20.html  

 And 'Morris and the Unicorn' is now up in the Summer '03 issue of 
Fables ezine. You can read it free here: 
http://www.fables.org/summer03/morris.html  

 She also sold a fantasy story to Adventurous! An ezine for Readers 
and Gamers.   

  

 

 Helen Flatley saw the publication of Videogaming, by Helen Flatley 
and Michael French.  It's a small (96 pages, 37,000 words) book 
that covers the history of videogames, mini-reviews of the most 
important and best games, and cultural essays on videogaming. 
Pocket Essentials is a small UK publisher who are mainly known for 
publishing affordable books on film directors, but they have recently 
started to branch out into other areas. 

  

 Patter had a poem accepted by Dark Animus 

  

 Jim Mills' story Charlie Killer (horror) will appear on 
http://AnotheRealm.com during the month of June 2003. Enjoy!  

 

 Justin Stanchfield made a sale to Cricket!  

 He also sold a story to Boys' Life -- exactly seven years to a day 
since his first story sale, also to Boys' Life.    

 His science fiction story, "Trader Pig," is currently up on 
Fictionwise.com!  

http://www.twilighttimes.com/apr03/b_Davies20.html
http://www.fables.org/summer03/morris.html
http://anotherealm.com/
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 Jennifer Dunne won the EPPIE Award for Best Ebooks in two 
categories -- Shadow Prince for Fantasy and Shifters for Anthology.  

  

 

 Lazette Gifford's current publications can be found at 
http://lazette.net  

  

 

http://lazette.net/
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How to Join Forward Motion 

   

T
he community came into existence for several reasons. First, 

I hadn't been able to be a part of a writers' group or attend 

conventions in a few years, and knew that situation wouldn't 

be changing in the foreseeable future, and I missed the company of 

readers. Second, I am fortunate to be able to do the thing I enjoy 

most for a living, and I wanted to be able to help others who shared 

my obsession find their way to living their dreams. Third, I knew a lot 

of people -- writers and readers - - who I thought should meet each 

other. 

When the Internet suddenly erupted with free, easy-to-use 

community-building tools, I suddenly had the solution to bringing 

those many people together and sharing what I knew with them and 

letting them share what they knew with me and each other.  

The community has three sections -- public boards, which anyone can 

read and in most cases anyone can post to; private boards, where 

writers can post sections of works-in-progress and receive critiques of 

them; and restricted boards, which include the Young Writers' Scene, 
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the Erotica & Sensual Fiction board, and boards for various classes. 

The private areas require community membership and are password-

protected to preserve all publication rights for each author's use. The 

restricted boards further require submission of an application -- in the 

case of Young Writers' Scene, to make sure the applicant is under 

seventeen years of age; and in the case of Erotica & Sensual Fiction, 

to make sure the applicant is eighteen years of age or older and that it 

is legal for him or her to participate in a board containing erotic 

content. All restricted class boards will have application procedures 

posted as new classes open.  

To participate in the public boards , all you have to do is read them 

and post to them. If you register with the community, you gain the 

ability to post in HTML and use signatures, add your picture or avatar 

to your posts, use our private messaging and e-mail systems, rate 

other posts and other users, edit your posts, and so on. But in most 

cases there's no requirement to do either. (The Rants board, due to a 

short-lived problem with trolls, requires membership to post.)  

To participate in the private portion of the community, where you can 

receive crits on your own work and crit the works of other writers and 

participate in various writing exercises, dares, and challenges, you 
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must join the community. You will have to be logged in to gain access 

to the private boards.  

To join the Young Writers' Scene, you must first join the community, 

then message me (http://www.hollylisle.com/community/cgi-bin/dcforum/ 

dcboard.cgi?az=send_mesg&userid=hollylisle ) with your application. In it, 

you must send your real name, your age, your birthdate, an 

affirmation that you are seventeen or under, and -- if you are thirteen 

or under, your parents must send to me at holly.lisle@sff.net by 

separate e-mail approval for you to participate in the community.  

To join the Erotica & Sensual Fiction section (commonly called 

Writerotic) you must first join the community, then message me 

(http://www.hollylisle.com/community/cgi-bin/dcforum/ 

dcboard.cgi?az=send_mesg&userid=hollylisle ) with your application. In it, 

you must send your real name, your age, your birthdate, and 

affirmation that you are eighteen years old or older, and an affirmation 

that your participation on this board is legal in your place of residence 

(defined as the place where you live when you're sending your 

application). Writers in military service stationed in areas where 

participation would be illegal are welcome to apply, but are asked to 

use discretion about when they participate. I don't want any of our 

folks getting into trouble.  

http://www.hollylisle.com/community/cgi-bin/dcforum/dcboard.cgi?az=send_mesg&userid=hollylisle
http://www.hollylisle.com/community/cgi-bin/dcforum/dcboard.cgi?az=send_mesg&userid=hollylisle
mailto:holly.lisle@sff.net
http://www.hollylisle.com/community/cgi-bin/dcforum/dcboard.cgi?az=send_mesg&userid=hollylisle
http://www.hollylisle.com/community/cgi-bin/dcforum/dcboard.cgi?az=send_mesg&userid=hollylisle
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Anyone may join the community. Simple click this link 

(http://hollylisle.com/community/cgi-bin/dcforum/ 

dcboard.cgi?az=user_register ) and fill out an application. Membership is 

free and approval is automatic. The excellent site moderators can help 

you find your way to topics of interest to you, crit circles that can help 

you, and ongoing projects, challenges, exercises, workshops, articles, 

and contests that might inspire you.  

We have a good group of people in the HollyLisle.com community. 

Come look us over, introduce yourself, take part in a few 

conversations -- or jump straight into the deep water and start 

working on your book or short story.  

We're here to help you make long-cherished dreams turn into reality. I 

hope you'll join us.  

Holly Lisle 

http://hollylisle.com/community/cgi-bin/dcforum/dcboard.cgi?az=user_register
http://hollylisle.com/community/cgi-bin/dcforum/dcboard.cgi?az=user_register
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Submitting to Vision 

A note from Lazette Gifford, Managing Editor  

I
've been Managing Editor for Vision for two and a half years 

now since our very first issue.  For most of that time we have 

had a set of easy to follow guidelines for submissions.  You can 

find them, right there under Guidelines.  

I suspect that most people never bother to look at them.  People who 

should know better send me material formatted wrong, or without 

information I really need. (Title and author at the top of an article is a 

really good idea...)  

This is understandable in some part.  Vision is the first publication for 

a number of people.  In fact, part of the purpose of the ezine is to give 

new writers a chance to experience the process. I rarely turn down 

any article, and usually then only if it is far outside the realm of writing 

topics.  If an article needs extensive edits, I do the editing and send it 

back to the author who can then go back over the material and rework 

it to sound more like her writing rather than mine.  

However, starting with the next issue, if something is not formatted 

properly I will return it to the author with a link to the guidelines.  The 
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more time I have to spend doing silly stuff like taking out indents (and 

if you don't use the auto indent option on Word, that means taking 

each one out by hand), finding ISBNs for books mentioned, removing 

html code (only links can be in code), etc., the less time I have to 

work with writers on the material itself.  I run out of time because of 

unnecessary editing like this, as well as late arriving material, and I 

end up editing to suit me, and with no time for a turn around with the 

writers.  This can be frustrating for both them and me.  

Following guidelines also means getting material in by the deadline.  

June 1,2003 is the deadline for the next issue.  I will ask for material 

after June 1 if I find that I need something to fill out the issue, 

however, with the rare exceptions of some people I know who won't 

need editing, I really don't want to get material with less than a week 

to go before the issue is due to be published.  

I don't think this is unreasonable.  I put a great deal of time and 

energy into Vision, and besides getting about 2000 hits a month, the 

ezine has drawn good attention from outside sources.  People who 

write for Writer's Digest have offered me articles, and a number of 

people talked to me about Vision at the last World Con I attended.  

Even though we don't pay for articles, we are considered, in 

production values, a pro-level ezine. This is pretty remarkable.  
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One of the fun aspects of working on Vision is helping a new writer 

find an article subject, and then helping them through the steps of 

refining the idea and writing and editing it.  However, as I pointed out 

previously, I have less time to do that if I have to rework too many 

articles just to fit the guidelines.  

Vision general runs, in the PDF version, between 160 and 200 pages. 

That's a lot of material to edit, format, and make into three distinct 

versions (html, PDF and Palm) every two months.  

So, here are the things I want the rest of you to consider when you're 

writing an article for Vision:  

•  Read the Guidelines and follow them.  If you have a question about 

the guidelines, email me at zette@sff.net or vision@lazette.net and 

ask me.  

•  Don't write an article and send it off without proofing.  In fact, read 

it more than once.  Let it set a day, even if you are running a bit late.  

I would rather have a well edited late article then a messy one on 

time.  

•  Don't worry about the theme of the upcoming issue -- I want 

anything that has to do with writing, from how you think up a story to 

your finding a proper pen.   

mailto:zette@sff.net
mailto:vision@lazette.net
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•  If you love writing, and have anything at all that you can offer to 

other writers, consider writing 500-2000 words for one of the 

upcoming issues.  Have favorite writing-related books or web sites that

you think could help fellow writers?  Consider writing a short review for

them.  I am especially in need of web site reviews!  

•  Write early.  The earlier I get articles, the better things go all the 

way around.  

•  Did I mention the guidelines?  

Writing for Vision is a lot easier than most people assume, and a few 

of our writers have gone on to sell material they first published in 

Vision, or to use the 'sale' as part of a resume to get a job at some 

other publication.  

So, let's work together and get the next issues done.  

Oh, and do go read the guidelines...  
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Guidelines 

W
e will happily consider writing-related manuscripts from 

either unpublished or published writers. We are 

interested in all facets of writing, from first- person 

experience articles to genre-specific how-to’s and informational articles 

about your area of specialization – whether it be history or science or 

nursing or long-distance running – and how and where your specialty 

can be used correctly by writers. Write something that will help other 

writers, and we’ll be interested in taking a look. 

We are a non-paying market with a 100% volunteer staff. In return for 

your work, you get as many copies of the e-zine as you care to 

download, and our sincere thanks. Your work will make a nice tear-

sheet to present when selling other work, but it doesn’t count as a 

professional market because we can’t afford to pay. 

On the other hand, the e-zine is also free. 

We use only non-exclusive serial rights; what this means is that you 

can sell your piece elsewhere before, during, or after you have placed 

it with us. However – and this is very important for you to keep in 

mind – if you place a piece with us that has not been published 
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elsewhere, we will be using your First Serial Rights, which means they 

will not be available for sale elsewhere. Reprint rights are harder to 

sell. And back issues will be available from the site  for as long as I can 

keep them there, as a reference for new people coming into the site. 

We strive to maintain professional standards.  Manuscripts must be 

professionally formatted, as free from spelling and grammatical errors 

as you can make them, and in what you perceive to be final draft 

form. We will not welcome massive rewrites of a piece after we have 

accepted it – when we accept it, we consider it pretty close to finished, 

and will only edit it to our standards. If we feel that it need massive 

rewrites, we won’t accept it. 

If you have any questions, or wish to query about an article, email  

Lazette Gifford. 

We look forward to hearing from you. 

Holly Lisle and Lazette Gifford 

Publishers, Vision 

Expanded Submission Guidelines: 
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Articles must be at least 500 words with 2000 words as the 'soft' top.  

I'm willing to go over that count if the article needs it.  

Check your spelling and grammar!  Also, if you are from a country that 

does not use US spelling conventions, let me know in the email.  That 

will stop me from making several 'corrections' before I realize they 

aren't mistakes.    

Place your Title AND YOUR NAME at the top of the document.  I hate 

having to go search through emails, checking attachments, to figure 

whose article I'm actually reading.   

Use one of these fonts: Courier, Courier New, Times New Roman, 

Verdana or Arial, 12pt.  

Double space your manuscript.  

Do not indent . 

I would like submissions to be made in either Word Doc files, or .rtf 

files, and as attachments to the email. (I believe that WordPerfect 

allows .rtf saves, doesn't it?)  If you use Works, a regular file will do, 

although (at least in the 4.5 version I have), this program also allows 

for an .rtf file save.   
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A plain text copy (.txt) can be sent, but be certain to mark any italics 

like this: *before and after the section in italics*, and bold likes this: 

_before and after anything in bold._  If you cannot do attachments, 

use the body of the letter as the last resort.   

Indicate book titles with italics.  And yes, that means if you are doing 

a Word doc or rtf that you can use actual italics and not an underline 

to indicate italics. (This is not common submission procedure, but it's 

far easier for me since I can cut and paste to my wysiwyg web page 

editor.)   

Do not use an underline for emphasis.  Underline on websites indicates 

a link, and people often send emails to say the link is not working.  

Use italics or bold.   

NO HTML code except for links, and those written in this fashion:  

http://www.whatever.com/this.htm  

Provide the ISBN #s and publishers for all books mentioned or 

reviewed.  Do this by adding the title, author, publisher and ISBN# at 

the bottom of the file.  The same is true for articles -- be certain to 

cite them.  
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An additional note to Word users: You should turn off the 'smart 

quotes' option in Word which can be found under Tools-AutoCorrect 

and then the tabs AutoFormat while you type AND Autoformat.  Also 

uncheck the symbol replacement for --.  While Smart Quotes look 

really neat on the screen, they sometimes translate to funny little 

squares that cannot be taken out with the 'find-replace' feature, but 

have to be hunted down by hand.  If you are submitting anything 

electronically, you will very likely hear back from the editor on these.  

And remember -- a lot of print publishers are now asking for electronic 

copy for their end as well. 

We've been receiving very good articles, and I hope that all of you 

look at the list of upcoming issues at the bottom of this page and 

choose something you feel comfortable with writing about.  

We are also still looking for general genre-related articles.  If you 

would like to write an article on how to research romantic settings, the 

proper use of codes in spy thrillers, etc., let us know.  The genres we 

like to cover in each issue are:   

• Fantasy  

• Horror  

• Poetry  
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• Romance   

• Science Fiction  

• Suspense & Mystery  

• Young Adult & Children  

• Young Writer's Scene 

And we are always interested in articles about the act and art of 

writing. 

Upcoming Themes for Vision in 2003: 

For the coming year we are going to go through the steps in creating a 

story. These steps should apply to both short stories and novels.  

Please remember that these cover only the theme section of the issue.  

The editors at Vision are always looking for material on all aspects of 

writing, including how writer's live and work, as well as material on 

writing for specific genres.  

September/October -- Revising (Deadline, August 1, 2003) 

How do you work through revisions, and when do you know to stop? 

November/December -- Submissions and Rejections (Deadline, 

October 1, 2003) 
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Preparing cover letters, queries, short story submissions -- and what 

to do when you get those inevitable rejections. 

Thank you! 

Lazette Gifford 

Managing Editor 

Questions?  Queries?  Submissions?  Email me! zette@sff.net  

mailto:zette@sff.net
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Masthead 

V
ision is published bi-monthly and gives preference to 

articles submitted by people who belong to the Forward 

Motion Writer's Community.  Joining the community is 

free, and it's a great resource for upcoming writers.  However, we 

will be happy to look at any articles that will help writers. 

Guidelines for Vision 

Holly Lisle And Lazette Gifford, Publishers 

Holly@hollylisle.com 

zette@hollylisle.com 

If you have any questions, or would like to propose an article for an 

upcoming issue, feel free to drop a line to either of the editors 

below.  We look forward to hearing from you! 

• Lazette Gifford (zette) -- Managing Editor, Vision E-Zine  

zette@hollylisle.com  

Copy Editor: 

• Beth Adele Long  

http://www.lazette.net/vision/Issue5/join.htm
http://www.lazette.net/vision/Issue5/join.htm
http://www.lazette.net/Vision/guidelines.htm
mailto:Holly@hollylisle.com
mailto:zette@hollylisle.com
mailto:zette@hollylisle.com
http://hollylisle.com/community/lazette-gifford-intro.html
mailto:zette@hollylisle.com
http://hollylisle.com/community/beth-adele-long-intro.html
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bethadele@hollylisle.com 

Special thanks to Ellen Wright for helping copy edit Issue # 14 -16 

Moderators 

hollylisle, dstar, venus00, RonBrown, zette, Jinx, Anne_Marble, Jim 

Mills, astropolis, Fetu, junedrexler, robertsloan2, sswain, 

JamesMilton, JeriT, Krista, mamarose1900, Justinvs, Erik_Forbes, 

strigidae, lyricalmoon,  MattScudder, silver_fire, kr_mercik, 

StarDoc, BJSteeves  

Copyright Information 

Vision 

Volume Three, Issue 16 July/August 2003 

Entire contents Copyright 2003, Forward Motion E-press. 

All rights reserved. Reproduction in whole or in part without 

permission is expressly prohibited, except that the entire 

issue may be freely distributed, so long as it remains 

complete and unchanged. 
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