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A comprehensive writers' guide to the terminology used across the creative writing industries
and in the major literary movements. Packed with practical tips for honing writing skills and
identifying opportunities for publication and production, it also explains the workings of
publishing houses, literary agencies and producing theatres.
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our attention. An important aim of Palgrave Key Concepts in Literature is to provide brief,
accessible introductions to these new ways of reading and new issues.Martin CoyleGeneral
IntroductionThis Key Concepts book has three aims: to provide a thorough glossary of
‘technical’ terms relevant to the craft of creative writing; to set down the industry terminology
needed to negotiate the bewildering world of literary agents, booksellers, commissioning editors
and production companies; and to give a sense of the on-going process of questioning that
characterises the writer’s working method. Behind these aims is a guiding belief that, far from
being a solitary pursuit, creative writing flourishes within a well-defined network of shared ideas,
collaboration and debate.Two questions are often put to creative writing teachers and authors of
creative writing handbooks: can such an activity really be taught? And what does the study of
creative writing prepare you for in life? In part, this is a response to these questions. Again, one
answer lies in the fact that writers rarely learn to write in a vacuum. As the members of any
successful writers’ group, attachment scheme or creative writing course will tell you, progress is
made through dialogue and discussion. Thought of as one person standing before a class
explaining ‘how to complete a novel’, the teaching of creative writing is a hopeless enterprise.
But seen as an exchange of ideas and experience, courses at universities and elsewhere can
provide a foundation in some of the essential modes of discourse for the aspiring writer. Writers
also need to be left to their own devices. A novelist friend of mine absconded first to Slovakia
and then to Siberia to complete his first book. But on his return he still found himself forced to
submit to the rigours of editorial notes from agents, publishers and fellow writers. Negotiating
feedback and revisions can be a gruelling business and advice given carelessly can be
damaging. In the right hands, however, it is invaluable. I hope this book will provide assistance to
writers both in terms of the development of their work and their response to feedback, but also
through the introduction of the contexts in which their practice will be embedded.The individual
entries attempt to fulfil these ambitions in different ways. For example, discussion of creative
concepts such as change, character and structure will introduce a shared vocabulary with which
writers can articulate feelings about their own work and the work of others. When writing, it isn’t
always necessary to know the literary devices being employed. Much is intuitive. In the process
of re-drafting and editing, however, it can be important to be able to identify a turning point, say,
or the overuse of exposition. Most writers find a need to analyse their work at some stage. To
accompany such entries, I have included writing exercises to give readers the chance to
experiment with the ideas under consideration. The entry on character, for example, is adapted
from a series of workshops that I have used with my own creative writing students.In recognition
of the fact that many undergraduate courses work in combinations with others (so, for example,
the University of Westminster offers a joint degree in English Literature and Creative Writing), a
number of entries introduce literary movements, genres and writing styles from the dramatic
monologue to chick lit, folktales to science fiction. The intention is to help writers contextualise
their work and consider the theoretical and ethical questions that surround written texts. The
inclusion of these entries should also remind us that writers continually address similar



dilemmas. E. M. Forster introduced his famous 1927 lecture series Aspects of the Novel with the
image of a circular library in which writers from all historical periods sit together, pondering the
same issues, struggling with the same human concerns (Forster, 1976, p. 31).The final types of
entry are concepts relevant to the creative writing industries. Whilst many people will write purely
for pleasure, those who seek recognition for their work need to understand the role of the agent,
the nature of royalties, and publishing opportunities (on-line and off). These entries also
acknowledge that creative writers may find supporting income, as well as creative inspiration,
within the wider infrastructure. Many writers are also professional literary agents, script readers,
editors and so on.In the process of compiling these entries, I have had the pleasure of
discovering many of the different ways in which writers view their craft. Certain ideas have
particularly appealed. John Gardner’s image of the writing process – like God opening his fist,
‘creating everything at once, his characters, their actions, and their world’ – stays with me
(Gardner, 1991, p. 50). Suddenly the Aristotelian dichotomies of form and content, plot and
character seem less puzzling. I am also moved by Gardner’s suggestion that the writer who
refuses to believe that human beings have free will cannot write anything of interest (Gardner,
1991, p. 43). When it comes to poetry, I like Al Alvarez’s comparison between writing and the
opening of an intricate lock: ‘each one of the dozens of tumblers has to click into place before
the door will swing open’ (Alvarez, 2005, p. 44). With respect to drama, I am struck by Harold
Pinter’s suggestion that language is a continual process of evasion. Rather than using it to
announce ourselves to the world, we hide behind it. Language, for Pinter, represents ‘desperate
rearguard attempts to keep ourselves to ourselves’ (Pinter, 1991, p. xiii).Sigmund Freud thought
that most writers were motivated by money and fame. For the poet W. B. Yeats part of the thrill of
writing was about cracking a difficult problem (Alvarez, 2005, p. 44). For most writers, however, a
quest for truth becomes their main preoccupation. The writer Émile Zola wrote that ‘The only
great and moral works are true works’ (quoted in Morris, 2003, p. 71.) Gardner adds that, ‘The
true writer’s joy in the fictional process is his pleasure in discovering, by means he can trust,
what he believes and can affirm for all time’ (Gardner, 1991, p. 79). ‘Storytelling is the creative
demonstration of a truth’, proposes screenwriter Robert McKee (McKee, 1999, p. 113). The
playwright Robin Soans also makes revealing remarks in his discussion of verbatim theatre.
Audiences are more willing to engage with characters emotionally, he suggests, if they are able
to identify in the language ‘the undeniable ring of truth’ (Hammond and Steward, 2008, p. 24).
However, the concept of truth in literature – or, at least, the belief in a correspondence between
‘text’ and ‘world’ – has come under sustained attack in recent years, largely from postmodernist
critics. Most damningly, the realist impulse, seen particularly in nineteenth-century novels, has
been condemned for inscribing the values of powerful voices in society.The history of women
poets during the Romantic period is instructive in this respect. Well into the twentieth century,
critics were obsessed with the ‘big six’ male poets of the early 1800s – Blake, Keats, Byron,
Coleridge, Wordsworth and Shelley. Only relatively recently has the work of writers like Felicia
Hemans and Anna Barbauld regained the recognition it deserves. A troubling question emerges:



is there a sense in which literature has been partly responsible for such neglect? Might the
representation of female characters in novels, for example, have reproduced received ideas of
women’s role in society and the extent to which their status and opinions were to be valued? The
French writer Honoré de Balzac commented that Walter Scott’s work was dishonest since the
author was obliged to conform to contemporary notions of womanhood (Morris, 2003, p. 90).
Jane Austen strikes back in a famous passage from her novel Persuasion (published
posthumously in 1818):If you please, no reference to examples in books. Men have had every
advantage of us in telling their own story. Education has been theirs in so much higher a degree;
the pen has been in their hands. I will not allow books to prove anything.(Austen, 2003, p.
220)Debates about the merits and dangers of realism are much more involved than this
simplistic snapshot suggests, but the point remains that writing is an activity that has
consequences. The search for truth in literature has an ethical dimension. ‘Nothing in the world
has greater power to enslave us than does fiction’, says Gardner (Gardner, 1991, p. 87), and
today’s writers should take their responsibilities seriously.In compiling the following entries,
ethical questions have kept rising to the surface. Particularly relevant to the present discussion is
the writing of ‘chick lit’. Does this revived form of the romance novel entrench gender stereotypes
or promote feminine values? Elsewhere, in the sphere of children’s literature, writers must ask
which lessons (if any) they wish to pass on to their young readership. The writer and broadcaster
William Dalrymple has also recently suggested that travel writers have a responsibility to bear
witness to the marginalized or misrepresented (Dalrymple, 2009). The question for the writer
becomes not simply ‘what do I want to write?’ but ‘what sort of writer do I want to be?’How to use
this bookAll glossary entries are arranged alphabetically. Throughout the text, however, words in
bold direct the reader to related topics. Hopefully, this will give a sense of the
interconnectedness of the ideas being discussed. Occasionally, for simplicity’s sake, such words
may be similar, but not identical, to the entry title. So for example, antagonist forces might refer
to the entry Antagonist. Many entries have ‘practical advice’ and ‘further reading’ sections, and
there is also a full bibliography of all books cited or mentioned in the text.Dates and periods
suggested in definitions are bound to be contentious. I have no doubt that the first line of the
modernism entry will leave some scholars shaking with rage, but we have to start somewhere.
There isn’t space to get too heavily involved in theoretical debates, but wherever possible I have
tried to indicate the major battle-lines. When it comes to entries about the structure of stories or
methods of characterization, some writers and critics will also disagree with the approach I have
taken. All of which only serves to underline the importance of readers coming to their own
conclusions about which techniques or methods are worth adopting.AaAbsurd LiteratureAbsurd
(or absurdist) literature provides a slightly ironic first entry to this book since it implies a rejection
of much of what is held most sacred by writers.Although works of fiction such as Franz Kafka’s
Metamorphosis (1915) and Joseph Heller’s Catch 22 (1961) are sometimes referred to as
absurdist, it is in the field of dramatic writing that the term has become most familiar. In 1961,
Martin Esslin published a book called The Theatre of the Absurd in which he identified four



leading figures: Samuel Beckett (1906–1989), Arthur Adamov (1908–1970), Eugene Ionesco
(1909–1994) and Jean Genet (1910–1986). In later editions he added Nobel Prize-winning
playwright Harold Pinter (1930–2008). In much of these writers’ work, the Aristotelian unities of
space, time and action are abandoned, the logic of cause and consequence is undermined, and
the importance of psychological motivation is rejected. The limits of language are tested through
repetition and non sequitur and there are no obvious morals to the story. Characters are not only
exposed and bewildered in these nightmare/dream worlds but occasionally completely absent
(as is the case in Ionesco’s 1952 play The Chairs). None of which is to say that absurdist plays
are depressing. On the contrary, they often delight in ingenious wordplay, self-referential
commentary, songs and poetry.Such an apparently liberated form can be appealing for new
writers, who often feel constrained by the ‘rules’ of careful plotting or detailed characterisation. It
is worth noting, however, that the flourishing of absurdist drama (and literature more widely) in
the second half of the twentieth century was the result of specific historical and cultural
conditions.For many, the Second World War presented a fatal challenge to Enlightenment ideas
of progress and reason which seemed to have led, through half a century of war, to the horrors
of the Holocaust. As Esslin comments, the late 1940s and 1950s were a time when the
‘unshakeable basic assumptions of former ages had been swept away’ (Esslin, 1980, p. 23). In
response, the playwrights of the absurd produced works which resisted attempts by the
audience to locate fixed meaning or provide rational answers.The most famous example of
absurdist drama remains Samuel Beckett’s Waiting for Godot which received its British premier
in 1955. In the play, two tramp-like figures wait in vain for the mysterious Godot to arrive. Their
inconsequential ramblings, which embrace vaudeville, comedy review and clowning, are
occasionally interrupted by random acts of violence and occasional kindness. The final
implication, however, is that tomorrow will be just like today. Even time cannot give sense or
structure to these lives.Many of the elements that constitute the theatre of the absurd can be
traced back to Shakespearian drama with its mix of tragedy and base comedy. Alfred Jarry’s
Ubu Roi (1896) is considered a more direct antecedent. Here, the despotic Pere Ubu stands as
a metaphor for mankind: insatiable, infantile and insane. Other early twentieth-century
movements such as Dadaism and surrealism also helped prepare the ground. The existentialist
philosophies of Jean-Paul Sartre and Albert Camus are occasionally conflated with absurdism,
partly because Camus introduces the term in his essay The Myth of Sisyphus (1942): ‘This
divorce between man and his life, the actor and his setting, truly constitutes the feeling of
Absurdity’ (Esslin, 1980, p. 23). The great innovation of Beckett and Ionesco, however, was to
match form with content. They, and others like them, were prepared to disorientate their
audience with a barrage of apparent nonsense. The plays of Sartre and Camus are curiously
traditional in comparison; empathetic characters debate their angst in the relatively staid manner
of fourth wall drama.Many contemporary dramatists continue to exhibit absurdist tendencies in
their work. Examples might include Tom Stoppard, Christopher Hampton and Enda Walsh (see
Further Reading, below).Further ReadingBeckett, Samuel, Waiting for Godot (London: Faber &



Faber, 1985).Camus, Albert, The Myth of Sisyphus and Other Essays, trans. Justin O’Brien
(London: Penguin, 2000).Esslin, Martin, The Theatre of the Absurd (Harmondsworth: Penguin,
1980).Kafka, Franz, Metamorphosis and Other Stories, trans. Michael Hofmann (London:
Penguin Classics, 2007).Hampton, Christopher, Plays 1 (London: Faber & Faber, 1997).Ionesco,
Eugene, Rhinoceros, The Chairs, The Lesson, trans. Donald Watson (London: Penguin,
1962).Jarry, Alfred, The Ubu Plays, trans. Kenneth McLeish (London: Nick Hern Books,
1997).Pinter, Harold, Plays: Two (London: Methuen, 1988).Stoppard, Tom, Rosencrantz and
Guildenstern are Dead (London: Faber & Faber, 1967).Walsh, Enda, The Small Things (London:
Nick Hern Books, 2005).ActionCharacters must do things in response to the problems thrown
up by the plot. They must make choices, and the more active those choices are, the more an
audience or reader will be gripped. Consider Hamlet. His greatest flaw, it is often said, is his
propensity for delay. If only he had acted more decisively things would have worked out a lot
better. But it can’t be said that Hamlet doesn’t act at all. In fact, he makes bold choices at every
stage. Upon seeing a ghost, he bravely (or rashly) follows it to the battlements. On hearing the
terrible news about his father’s murder, he resolves to feign madness to disguise his true
intentions. Suspecting an intruder behind a curtain, he pulls out his sword and runs Polonius
through. It is these actions, rather than his poetic soliloquies, that pull us through the story.Some
might say that Samuel Beckett’s Waiting for Godot (which premiered in France in 1953) provides
a better example of literary inaction. In fact, Estragon and Vladimir are continually, restlessly,
doing things. Whatever deep reason, or deep irrationality, lies behind their choices, those
choices are active. If we weren’t acting, we’d be dead. Other literary works might appear to
delight in a lack of action. But when someone says, for example, ‘the wonderful thing about
Proust’s In Search of Lost Time is that nothing really happens’, they don’t mean it. What they
mean is that nothing ‘big’ happens. There aren’t any earthquakes or asteroids falling out of the
sky, but the tiny acts of cruelty, betrayal and indifference of which that book consists are surely
as shocking.With the possible exception of Waiting for Godot and other absurdist works, the vast
majority of characters in fiction act in pursuit of specific goals or dramatic agendas. The most
active characters will hold us firmly in their grip even when the aims are destructive or
psychopathic. On the other hand, a story in which a character simply reacts, weakly, to events,
encourages a sense of inertia. Any action or choice undertaken by a character in a story must be
believable and well motivated. But taking that as read, the bolder the action the greater the
tension and the more we crave to know what will happen next.As far as dramatic action is
concerned, choice is the essential element. We do not choose to breathe, but we may choose to
leave our partner, or murder our neighbour. Dramatic action changes the direction the story is
going. That change may come in the form of escalation (things were going badly, now they’re
going really badly) or it may reverse things (things seemed desperate, but suddenly they’re
looking up). Accidental change, which comes about due to entirely external factors (a freak
hurricane, for example), should be used sparingly. As soon as such an event occurs, characters
must make an active choice in response to it. Stuff happening isn’t that interesting in a story. But



characters making decisions in response to stuff happening is compelling.Writing ExerciseWrite
a description of a short meeting between two friends who are faced with the same dilemma.
Perhaps they need to decide if they should move to another country for work. Or maybe they
have to choose whether or not to confess to murder. In any case, they should come to opposite
conclusions. Now write a description of another meeting several years later. How will the friends
have changed? More importantly, how will the dynamic between them have changed?Further
ReadingBeckett, Samuel, Waiting for Godot (London: Faber & Faber, 1985).Proust, Marcel, In
Search of Lost Time 1: Swan’s Way, trans. C. K. Scott Moncrieff and Terence Kilmartin (London:
Vintage, 1996).Shakespeare, William, Hamlet (London: Penguin, 1996).AdaptationAdaptation is
the translation of a story from one form to another. Contemporary culture is awash with
examples: musicals derived from novels (Les Miserables); films from novels and short stories
(The Curious Case of Benjamin Button, No Country for Old Men); plays from films themselves
adapted from novels (One Flew Over the Cuckoo’s Nest). Poetry is probably the form most
resistant to adaptation, except when there exists a strong narrative thrust. The epic Old English
poem Beowulf was brought to the screen in 2007 starring a digitally enhanced Ray
Winston.Even when considering novels, some adaptations work better than others. The books of
Charles Dickens, which began life as serialised chapters in magazines, transfer well to TV where
their episodic nature can be preserved. Arguably, novels work less well when adapted for the
stage. This may be something to do with the different structural requirements of the two forms.
Whilst a novel’s length allows for digressions, a play needs to be absorbed in a single sitting, a
requirement that usually demands a taut, over-arching structure to bind the whole together. This
is not to say that novels cannot, or should not, be adapted for the stage. The theatre company
Shared Experience () has built a strong reputation through its productions of A Passage to India
(2003), Jane Eyre (2006) and War and Peace (2008). But for an adaptation to be successful,
changes must be made beyond simply culling the book’s dialogue and compressing and editing
the story. Rather, it is necessary to identify the core elements of the story and reimagine them in
sympathy with the demands of the new form.Writing ExerciseChoose a novel you have read
recently. What is the first image that springs to mind when you think of it? Now try and fix that
image in your mind as if it were a still photograph. What are the separate elements out of which
your photograph is composed? Write a list of possible dramatic scenes or moments suggested
by those elements. Don’t attempt to write the play or film of the book just yet. This exercise is
simply a way of exploring the ‘territory’ by accessing and identifying its essential
components.Further ReadingRushdie, Salman, ‘A Fine Pickle’, The Guardian, 28 February
2009.Unknown author, Beowulf: A Glossed Text, ed. Michael Alexander (London: Penguin,
2005).Adjectives and AdverbsAdjectives describe nouns (the fizzy beer). Adverbs describe
verbs (she burped noisily). From an early age, children are taught that ‘describing words’ are
essential to story writing since they make objects and events particular. They should only be
used, however, when they add significant detail to the noun or verb described. In most cases it
would be unnecessary to write about the four-legged cat or comment that your heroine ran from



the monster quickly.Extraneous adverbs and adjectives add to ‘clutter’ in writing. They prevent
us from forming a clear picture of the unfolding scene, especially when they also contribute to
cliché. The description of ‘hot’ tears running down a character’s face is vague and unsatisfying.
Adjectives and adverbs can also have a deadening effect on the rhythm of the sentence,
something that becomes immediately apparent when prose is read aloud.See also Showing and
TellingAgent see Literary AgentAlienation EffectThe concept of the alienation effect is
inextricably linked to the work of German playwright Bertolt Brecht (1898–1956), whose Berliner
Ensemble pioneered a non-naturalistic theatre rooted in Marxist philosophy. In fact, this
translation of the German word verfremdungseffekt has misleading connotations. Brecht was
committed to the importance of making a connection with the audience rather than the creation
of distance or rupture. He believed that going to the theatre had become a ‘culinary’ experience
and saw it as his mission to rouse bloated audiences from a state of passive consumption.
Rather than escapism, they needed to be persuaded that the theatre was a space for political
engagement and action. In practical terms, short, episodic scenes would be punctuated with
songs and dance whilst docile audience members were heckled or provoked with banners. Set
design would be minimal, with costume changes happening on stage to remind the audience
that what they were watching was illusion or representation.Throughout the 1960s and 1970s,
playwrights such as Edward Bond and Howard Brenton continued to explore the relationship
between theatre and political action. In particular, Bond’s Saved (1965), in which two youths
callously stone a baby to death, made an explicit link between economic disadvantage and the
breakdown of moral and social order. It is arguably Brecht’s theatrical aesthetic, however, rather
than his ideological convictions, that exerts the greater influence today. Complicite () is one of
many innovative theatre companies dedicated to pushing formal boundaries. Their own mission
statement declares their intention to be the integration of ‘text, music, image and action to create
surprising, disruptive theatre’.See also DefamiliarisationFurther ReadingBond, Edward, Plays: 5
(London: Methuen, 1997).Brecht, Bertolt, The Caucasian Chalk Circle, ed. Eric Bentley (London:
Penguin, 2007).Brecht, Bertolt, Mother Courage and Her Children, ed. Ralph Manheim, trans.
John Willet (London: Penguin, 2007).Complicite, Plays: 1, introduced by Simon McBurney
(London: Methuen, 2004).AlliterationAlliteration is most commonly understood as the repetition
of the same consonant sound at the beginning of two or more successive words. For example,
‘the wicked witch waved her wand’. The sound of the consonant is the crucial element rather
than the spelling. In the sentence, ‘Tom thanked Travis thoroughly’ each word begins with a ‘t’
without producing any strong alliterative effect (compare ‘Fiona finally failed physics’).The
definitions of the related terms assonance and consonance are somewhat slippery. In most
cases, consonance also refers to repeated stressed consonants, although these need not
always appear at the start of the word (‘Tom was totally content’). Where the consonant in
question makes a ‘s’ or ‘sh’ sound, the effect is sibilance (‘Sabrina swam in sunny Sicily’).
Assonance refers to the repetition of vowel sounds, as in the following lines of Lord Byron’s
poem ‘She Walks in Beauty’:One shade the more, one ray the less,Had half impaired the



nameless graceAlliterative verse, particularly common in Old English poetry, uses the various
forms of alliteration as its main structuring device (see Metre). Each line is comprised of two
halves, known as hemistichs, which are separated by a natural pause, or caesura. Each
hemistich contains two alliterative ‘beats’. You can get a sense of the strong rhythmic qualities of
the verse by reading out loud the opening line of William Langland’s fourteenth century poem
Piers Plowman:In a summer season // when soft was the sun.Angry Young MenA group of
British writers (not all of them male) that came to attention during the mid-1950s. Shared
features of their work include a resistance to the pretensions of genteel middle-class life, a
rejection of escapism in art in favour of gritty social-realism, and a sense of anxiety engendered
by Britain’s diminishing global status. Over the years, the label has been loosely applied to the
novelist Kingsley Amis (1922–1995), the poet Philip Larkin (1922–1985), dramatists including
Ann Jellicoe (1927–) and John Arden (1930–), and the philosopher Colin Wilson (1931–). But it
is the playwright John Osborne (1929–1994) who is most famously identified with the term. The
Royal Court Theatre’s 1956 production of his play Look Back in Anger is considered a
watershed moment in British theatre history. A mere two years after its premier, the critic
Kenneth Tynan announced that:I can scarcely remember the theatrical landscape as it was
before George Devine set up shop in Sloane Square and called in John Osborne, the Fulham
flamethrower, to scald us with his rhetoric.(Tynan, 2007, p. 182)Look Back in Anger tells the
story of a love triangle between the fiercely intelligent, but violent Jimmy Porter, his middle-class
wife Alison and her friend Helena. Jimmy cruelly betrays Alison by sleeping with Helena, whom
he initially despises. But when Alison later reveals that she has lost a baby in pregnancy, she
and Jimmy are surprisingly reconciled.The play has often been interpreted as a comment on a
disaffected postwar generation. In the United Kingdom, there was a palpable sense that the
power of Empire was in decline and little idea of what would replace it. This uneasiness was
compounded by international incidents such as the Suez Crisis of 1956, a disastrous attempt by
Conservative Prime Minister Anthony Eden to flex imperialist muscles. Such anxieties are
reflected in Helena’s line to Alison towards the end of the play: ‘I have discovered what is wrong
with Jimmy [...] There’s no place for him any longer – in sex, or politics, or anything’ (Osborne,
1986, p. 90). Without old certainties, Osborne initiated a move away from generic drawing-room
drama and towards a social realism that was to remain a dominant trend in post-war theatre (see
also Absurd, references to Brecht in Alienation Effect, and In-Yer-Face Theatre).At first, Look
Back in Anger was a critical flop. Audiences were not prepared for the drab ordinariness of the
Midlands setting. In fact, they were as shocked to hear actors speaking in regional accents as
they were intimidated by the brutality of the play’s language. After a television screening of part
of the play in October, however, The Royal Court found itself overwhelmed with younger theatre-
goers who felt that the theatre was finally speaking directly to them. Tynan declared it ‘the best
young play of its decade’ (Tynan, 2007, p. 113).An emphasis on youth development at The Royal
Court is partly a legacy of Look Back in Anger. Aspiring playwrights (if under 26) should check
out its Young Writers programme, from which many of today’s most vibrant new voices have



emerged ().Further ReadingBillington, Michael, State of the Nation: British Theatre since 1945
(London: Faber & Faber, 2007).Little, Ruth and Emily McLaughlin, The Royal Court Theatre
Inside Out (London: Oberon Books, 2007).Osborne, John, Look Back in Anger (London: Faber &
Faber, 1986).Rabey, David Ian, English Drama Since 1940 (London: Longman, 2003).Shellard,
Dominic, British Theatre since the War (New Haven, CT, and London: Yale University Press,
1999).Tynan, Kenneth, Theatre Writings, ed. Dominic Shellard (London, Nick Hern Books,
2007).AntagonistA character who impedes the forward progress of a story’s hero or heroine
(see Protagonist). Sometimes the term is widened to ‘antagonistic force’, which might also
embrace psychological factors (such as Hamlet’s capacity for delay) or environmental factors
(like the erupting volcano in the 1997 film Dante’s Peak). Antagonistic forces will be faced as
soon as a central character makes a decision to confront the ‘problem’ of the story. In the 1975
film Jaws, for example, police chief Brody makes a decision to pursue the killer shark in open
water. In doing so, he also pits himself against his fear of the water, the conflicting agendas of his
crew, and the terrifying force of the sea. In Shakespeare’s Macbeth, the murder of King Duncan
triggers a desire for revenge on the part of young princes Donalbain and Malcolm. Malcolm later
becomes a dangerous antagonist, obstructing Macbeth’s desire to maintain power.See also
ConflictAporiaIn philosophy, the word refers to a contradiction or puzzle, something that cannot
be fully resolved. An argument may reach aporia when, despite apparently clear-headed
reasoning, an impasse is reached. By extension, it can be used to mean a feeling of being
perplexed or baffled. The word might also describe a declaration of uncertainty by a character,
perhaps with an accompanying element of irony or the disingenuous. For example, the villain
who says, ‘Now Mr Bond, what am I do with this enormous laser I have pointing at your head?’
The term has been used by the French theorist Jacques Derrida to identify moments of
‘undecideability’, where the meaning of a text is deliberately unexplained and a single
interpretation cannot be attributed. A famous example is the unsettling conclusion to Henry
James’s novella The Turn of the Screw (1898). Here, the question of whether the spectral
appearances of Peter Quint and Miss Jessel are real or imagined may be finally
unanswerable.Aristotle’s PoeticsThe Poetics is an analysis of the principles of playwriting dating
from the fourth century BC. Despite its age, anyone with a passing appreciation of narrative
structure is likely to know more about it than they think they do. For all its ambiguity and
occasional opacity, reading the Poetics in full is highly recommended. For a start, it is extremely
short; what remains is only forty pages or so. It is also a treasure trove of ideas, containing
discussions of terminology familiar from any number of modern creative writing guides.
Throughout, Aristotle talks of the writer as poet but it is drama, and more specifically tragedy,
that is his primary subject matter. He begins as follows:Tragedy is an imitation of an action that is
admirable, complete and possesses magnitude; in language made pleasurable, each of its
species separated in different parts; performed by actors, not through narration; effecting
through pity and fear the purification of such emotions.(Aristotle, 1996, p. 10)The concept of
imitation (the usual, but not the only, translation of the Greek ‘mimesis’) is at the heart of his



aesthetic theory. Unlike his famous teacher Plato, who believed that art distorted reality, Aristotle
viewed tragedy as a representative form. In the Poetics, he begins by identifying six constituent
elements: plot, character, reasoning, diction, song and spectacle. Controversially, however, this
turns out to be a hierarchical list.Aristotle justifies the ‘primacy of plot’ by suggesting that, whilst
there could never be a tragedy without action, there could be a tragedy without character. A
revealing analogy is made with respect to painting:[...] if someone were to apply exquisitely
beautiful colours at random he would give less pleasure than if he had outlined an image in
black and white.(Aristotle, 1996, p. 12)Plot, it seems, is the form or structure into which
characters may be placed.Today, it is more common to consider the two elements as reciprocal.
Plot determines the situations characters must face, but the decisions made in these moments
must themselves drive the plot forward. Or as the writer Henry James put it in his 1884 essay
The Art of Fiction: ‘What is character but the determination of incident? What is incident but the
illustration of character?’ (James, quoted in Shapiro (ed.), 1963, p. 131). In any case, these
difficulties may be more imagined than real. Elsewhere, Aristotle is as much concerned with
character and agency as any contemporary dramatist.When it comes to the construction of the
plot, Aristotle is famously associated with three unities – of action, time and place. In fact, this
formulation largely belongs to later critics like the sixteenth-century Italian writer Lodovico
Castelvetro (McLeish, 1999, p. 56). Of the three, the unity of place certainly finds least
discussion in the Poetics, and many classical tragedies do not fulfil this requirement. As for time,
Aristotle is not prescriptive. It is not essential that a tragedy takes place over a day, or in real
time. What matters is that the story is of such a length that it can be absorbed in a single sitting
(see Story and Plot).Aristotle certainly does make a strong case for a unity of action, although
the use of the singular noun here is somewhat confusing. Probably, the word can be best
understood as it appears in phrases such as ‘a legal action’. A unified play is one in which all the
separate parts work together to bring about the protagonist’s fundamental change in
circumstances (‘peripeteia’). Appropriately for a philosopher like Aristotle, structure is
understood as a logically perfect system in which nothing is wasted and nothing is superfluous.
It is in this section of the Poetics that we are also introduced to the fundamental storytelling
phases:A beginning is that which itself does not follow necessarily from anything else, but some
second thing naturally exists or occurs after it. Conversely, an end is that which does itself
naturally follow from something else, either necessarily or in general, but there is nothing after it.
A middle is that which itself comes after something else, and some other thing comes after it.
(Aristotle, 1996, p. 13)Also crucial to Aristotle’s conception of tragedy are the notions of
necessity and probability. For events to be believable, we must experience them as causally
inevitable, or at least very likely. This is exemplified by moments of ‘astonishment’ in drama – an
effect that is produced when ‘things come about contrary to expectation but because of one
another’ (Aristotle, 1996, p. 17). What seem at first like surprises resolve themselves into the
revelation that they are precisely what we ought to have expected. On the contrary, if we feel that
the dashing of our expectations is unmotivated or arbitrary, we experience frustration or



annoyance (see Suspense). Since a story would be unlikely to hold our attention if we could
predict everything that was going to happen in advance, necessity and probability should only
be recognised in hindsight by an audience.The requirements of necessity and probability mean
that a tragedy cannot rely simply on facts. If a play based on real people or events fails to
convince us, the writer cannot protest ‘but that’s what really happened!’ There is, for Aristotle, a
fundamental difference between history and drama: the former is particular, the latter universal.
History tells us what did happen but drama tells us what could happen. Tragedy can only
convince us, therefore, if we believe the ways in which the particular events are interconnected.
Aristotle also distinguishes tragedy from other types of story, notably those that simply chart
loosely related events. A plot will not express unity simply because it concerns the life of a single
character. A story that moves, episodically, from a character’s birth to their death cannot be
treated in a tragic plot, although a particular portion of that story may be suitable material.With
this in mind, it is worth taking a sideways look at the novel, a form which often embraces a wider
sweep of time than drama. The writer John Gardner has argued that Aristotle’s unity of action is
equally applicable to such long prose. Even a ‘biographical’ novel like Charles Dickens’s David
Copperfield (1850) can be thought of as composed of discrete episodes, each one working in a
roughly Aristotelian way. Their inclusion together in the novel is the result of an additional
principle of selection or organisation: a thematic one (Gardner, 1991, p. 191).Common to all
unified plots is a change in fortune for the protagonist. This is best achieved with the aid of plot
reversals and moments of recognition. Reversals occur when an action achieves the opposite of
its intended purpose. Aristotle gives the example of Sophocles’s fifth-century BC play Oedipus
Rex, in which a messenger is summoned to prove that the King is innocent of his father’s
murder. But the messenger’s report only serves to incriminate Oedipus further. In this case, the
reversal is accompanied by a moment of recognition, understood as the change from ignorance
to knowledge.Turning more specifically towards character, Aristotle writes that the best plots are
those which treat of a virtuous person and their descent into misfortune. They must not be too
virtuous, however, or their downfall will disgust us. Nor can they be too wicked or we will feel
nothing but relief. It is here that a notion of ‘hamartia’ is introduced to explain what triggers the
character’s slide. Hamartia is sometimes taken to mean a ‘tragic flaw’, with the accompanying
suggestion that the protagonist has some moral weak spot or Achilles’ heel. In fact, the word
translates more simply as error or mistake. Whilst this error might be the result of hubris or pride,
it may also be the result of other people’s actions. Tragic stories, therefore, involve an element of
injustice. Even when the protagonist bears some responsibility for the mistake, the pay-back is
disproportionate. Far from simply hinting at moral lessons, tragedy suggests an arbitrary and
irrational universe. It is perhaps this realisation that provokes the feelings of ‘pity’ and ‘fear’ that
Aristotle describes as its final goal. In Oedipus Rex, we are drawn into the story out of sympathy
for the hero’s plight but we recoil in horror at his suffering. Pulled in two directions at once, we
are therefore torn apart, resulting in the purging of emotions known as ‘catharsis’ (Bennett and
Royle, 1995, p. 86).



Key Concepts in Creative Writing Chuck carlson pdf, Key Concepts in Creative Writing Chuck
carlson obituary, Key Concepts in Creative Writing Chuck carlson orthodontics, Key Concepts in
Creative Writing chuck todd, Key Concepts in Creative Writing chuck norris, key concepts in
creative writing, key concepts and topics in creative writing, key concepts of creative writing
subject, creative writing key concepts and topics, key concepts in writing, key concepts in
creative industries pdf, key concepts of creative nonfiction, important terms in creative writing

5 Steps to a 5: AP U.S. Government & Politics 2022, 5 Steps to a 5: AP English Literature 2022,
5 Steps to a 5: AP Calculus BC 2022, 5 Steps to a 5: AP Macroeconomics 2022 (5 Steps to a 5
Ap Microeconomics and Macroeconomics), 5 Steps to a 5: AP Environmental Science 2022, 5
Steps to a 5: AP Physics 1 Algebra-Based 2022, 5 Steps to a 5: AP Psychology 2022, 5 Steps to
a 5: AP Calculus AB 2022, 5 Steps to a 5: AP English Language 2022, 5 Steps to a 5: AP U.S.
History 2022, 5 Steps to a 5: AP Physics C 2022, AP Statistics Premium: With 9 Practice Tests
(Barron's Test Prep), 5 Steps to a 5: AP Computer Science Principles 2022, NES Elementary
Education Study Guide - NES Test Prep Secrets Book, Full-Length Practice Exam, Step-by-Step
Review Video Tutorials: [2nd Edition], 5 Steps to a 5: AP Microeconomics 2022, 5 Steps to a 5:
AP Physics 2: Algebra-Based 2022, 5 Steps to a 5: AP Computer Science A 2022,
Understanding the Arizona Constitution, AP® Statistics Crash Course, For the 2020 Exam,
Book + Online: Get a Higher Score in Less Time (Advanced Placement (AP) Crash Course), 5
Steps to a 5: AP Human Geography 2022, 5 Steps to a 5: AP Physics 1 Algebra-Based 2022
Elite Student Edition



T. Edmund, “Pretty dry, but equally helpful. Reads as its own title says - a long list of Key
Concepts in writing.Luckily this isn't just dictionary definitions. Morrison provides a decent
summary of many, many concepts, writing exercises and references for your learning needs.Of
course it very much is a 'list' so not won't provide enjoyable or witty read, but I was surprised at
the depth of some of the entries.”
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