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The First Saturday in June 

on the 7th at 2 pm 

Meet in the cottage behind the 

house at: 12 Sandford Street, 

Kensington Gardens from 2 pm 

Everyone welcome—a very 

friendly group!!! 

Phone 8332 6085 

for more details 

 

The Third Friday in June on 20th 

at 6.30 pm 

We meet in the SA Writers‘ Centre 

187 Rundle Street..go through 

Buongiorno Café to the back of the 

building and catch lift to 2nd floor. 

BRING A FRIEND 

The first few meetings are always 

free—check out the group and see if 

you want to join we welcome visitors 

Bring your writing to the critique ses-

sions or listen and see how it works. 
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June Meetings Saturday 7th & Friday 20th 

DO YOU NEED HELP WITH YOUR WRITING? 

We don‘t know if you 

don‘t tell us. 

 

Do you need a Plotting 

Workshop? 

Do you need to learn how 

to write a Query Letter? 

Do you want information 

about writing a synopsis? 

Are there any subjects you 

would like included in the 

newsletter? 

Do you need to learn how 

to layout a manuscript in 

the proper manner to attract 

a publisher? 

Has the story you are writ-

ing have the right pacing? 

 

Do you have trouble cre-

ating believable and 

strong characters? 

Do you need to know 

how to polish your work 

before sending to a pub-

lisher? 

LET US KNOW….WE 

NEED YOUR FEED-

BACK!!!!!!! 

 

June NEWSLETTER  

Published by Writing Right Inc 

Writing Right 2008 

Writing Right 
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Zoetrope: All Story (http://www.allstory.com) is a quar-

terly publication devoted to short stories of all types. Com-

petition here is tough, but the pay is tops -- $1200 per story. 

The magazine was founded in 1997 by Francis Ford 

Coppola. Editor Tamara Straus accepts submissions of all 

types of short  

stories and one-act plays to 7000 words. Details are avail-

able at  

http://www.all-story.com/submissions.cgi 

 

Are you a NASCAR fan? Do you love romance? 

Harlequin Executive Editor Marsha Zinberg, in this blog, 

http://isabelswift.blogspot.com/ shares that she's  

"always on the lookout for authors with particular knowl-

edge of the NASCAR world and the ability to craft a ro-

mance that fits comfortably in that world. At present, we 

are producing NASCAR stories that are shaped by a  

bible, but authors able and willing to write this specific type 

of story are people I would be happy to be in contact with." 

Contact Marsha at Harlequin Enterprises, Ltd., 225 Duncan 

Mill Rd, Don Mills, Ontario, Canada M3B 3K9 

 

Worried about the current state of publishing? 
A recent edition of Shelf Awareness, an e-newsletter for 

booksellers, ( http://www.shelf-awareness.com/index.html) 

had encouraging news. Net book sales in February rose 

4.8% to $491.2 million and for the year have risen 6.2% to 

$1.2 billion, as reported by 79 member publishers to the 

Association of American Publishers. In an interesting con-

trast that may point to consumer's sensitivity to price in the 

current economy, in February, adult paperback was one of 

the strongest categories while adult hardcover was the 

weakest. Adult paperback climbed 30.8% to $128.8 mil-

lion. Children's/YA hardcover rose 8.1% to $40.7 million. 

Children's/YA paperback rose 7.2% to $37.2 million. E-

books were up 6.7% to $2.6 million. Adult mass market 

rose 0.4% to $59.5 million. University press paperbacks fell 

3.2% to $4.5 million. University press hardcovers dropped 

6.5% to $5.1 million. Audiobooks fell 5.7% to $10.8 mil-

lion. Religious books fell 6.8% to $49.2 million.Adult hard-

covers fell 26.4% to $83.5 million. 

Samhain Publishing (http://

www.samhainpublishing.com) has issued a call for  

submissions for a "Tickle My Fantasy" anthology, to be 

published as an ebook in February 2009 and released in 

print the following year. The editors are looking for con-

temporary paranormal romance with a strong humorous 

voice. The stories should be funny and romantic. 18,000 to 

20,000 words. Send in your submission by May 31, 2008. 

Details are available at http://tinyurl.com/5j49vs 

 

Listen to the Editors. In this month's featured podcast from 

Harlequin,  

"Submitting Your Manuscript: Tips from the Pros," Execu-

tive Editors Birgit  

Davis-Todd and Mary-Theresa Hussey reveal a behind-the-

scenes look at  

submitting your novel to an editor. Find it at  

http://www.eharlequin.com/store.html?cid=749 

 

On the Bright Side is a new monthly webzine inter-

ested in humorous essays and short stories. Editors Gregg 

Winkler and Susan Taylor are open to all genres, from sci-

ence fiction to romance, as long as you can make them  

laugh.50-2000 words. Payment is 3 to 5 cents a word. Sub-

mission guidelines are available at http://tinyurl.com/6qhrjy 

 

Horror Garage is an ezine that pays $30 for short, dark 

fiction. D.L. Snell has a terrific profile of the magazine at  

http://marketscoops.blogspot.com/2008/04/horror-

garage.html 

 

Alessandra Balzer, former executive editor at Hyperion 

Children's books, and Donna Bray, former editorial director 

at Hyperion, are joining forces at Harper Children's to 

form the imprint Balzer and Bray. They'll release their first 

titles in the fall of 2009 and plan to produce everything 

from picture books to YA. 

Hyperion is changing its name to Disney-Hyperion, ef-

fective January 1, 2009 

 

Ever wonder what goes into making the cover of a 

novel? Here's a video about one approach: http://

tinyurl.com/3uofm2 

Lace and Blade is accepting submissions for its second 

anthology of "elegant, sensual, romantic fantasy, emphasiz-

ing sharp verbal repartee as much as sharp pointed weap-

ons, rapier rather than broadsword." Editor Deborah J. Ross 

is interested in "characters - both men and women - with  

vibrant personalities, complex, dashing, and very sexy. I'm 

particularly interested in stories that have magic and action, 

but in which conflict is resolved not by violence but by 

insight, creativity, and compassion. I'd love to see "win-

win" endings, sense-of-wonder, plot twists and turnabout.  

Alternate sexuality is welcome; eroticism a definite plus; 

exotic, non-Western European settings also encouraged. 

Please read the first volume to see what I'm looking for." 

http://www.allstory.com
http://www.all-story.com/submissions.cgi
http://isabelswift.blogspot.com/
http://www.shelf-awareness.com/index.html
http://www.samhainpublishing.com
http://www.samhainpublishing.com
http://tinyurl.com/5j49vs
http://www.eharlequin.com/store.html?cid=749
http://tinyurl.com/6qhrjy
http://marketscoops.blogspot.com/2008/04/horror-garage.html
http://marketscoops.blogspot.com/2008/04/horror-garage.html
http://tinyurl.com/3uofm2
http://tinyurl.com/3uofm2
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The deadline for submissions is August 1, 2008. There are no 

minimum or maximum lengths, though Ross says longer  

stories must be "extraordinary." Ross will pay a 2 cents a 

word advance against royalties. The book will be released 

Valentine's Day, 2009. Complete guidelines are available at  

http://www.norilana.com/norilana-lb-guidelines.htm 

 

Plays is a magazine of one-act plays for children and teens. 

Editor Liz Preston is looking for plays about contemporary 

topics such as friendships, relationships within peer groups 

and family and community and school activities. She also 

welcomes plays about inspirational figures from history, 

comedies, mysteries, melodramas and skits. The plays must 

have plenty of action, believable dialogue and a fast pace. 

Pay is $75 to $250, on acceptance, for all rights. Go to http://

www.playsmag.com to read sample plays from past issues. 

Submit your one-act play to Liz Preston, Editor, Plays, P.O. 

Box 600160, Newton, MA 02460 

 

 

21 Top Tips  

 
On the first page, set the premise and conflict, and 

introduce the reader to the hero (protagonist) and 

obstacle (antagonist). 

 

Hook the reader‘s interest in the first paragraph 

with a unique, intriguing statement. 

 

Make the antagonist a worthy adversary. A weak 

antagonist makes for dull conflict. 

 

Conflict generates emotion. Focus your story on a 

major conflict and feed it with minor conflicts. 

 

Cull or combine the characters. Too many is con-

fusing and frustrating for the audience. 

 

Pace the plot to hold audience interest. Pace the 

conflict with no dead spots 

 

Sustain interest, by starting at the peak of a con-

flict, where there is high emotion or action 

 

Limit flashbacks to the essential, only. Better ex-

plain the past by present actions or circumstances. 

 

Understand and write for your target audience - the 

audience that follows your chosen genre e.g. mys-

tery, romance, etc. 

 

Give your characters believable motivations and 

relationships No inconsistent characters. The audi-

ence will expect characters to act according to the 

personality, status and morality you gave them. 

 

Let your audience understand characters‘ identity 

and emotions by action and dialogue, rather than 

by narrative. 

 

Natural dialogue. As you hear it. As you say it. 

 

Write in your own unique voice. Don‘t attempt to 

imitate a best-selling author. 

 

Is timing clear? Don‘t confuse your audience with 

unclear time leaps. 

 

Size does matter. Two shorter sentences are better 

than one long one. 

 

Make it clear where the beginning ends and the 

end begins. 

 

Learn and avoid common English language errors. 

 

Enough research? Make sure place, period, occu-

pations, and lifestyle are thoroughly researched. 

Readers have been there, done that. 

 

Be sure to have a professional editor read your 

work before you submit it. Reduce the causes of 

rejection. 

 

Don't go overboard with ―he said‖ and ―she said‖. 

Identify speakers when first they enter a scene, and 

after that identify who is speaking only when it‘s 

not obvious from what they say. 

 

Fresh ideas come from a fresh mind. Even if 

you‘re hot on a topic, take a break. You‘ll be in 

front of a smiling publisher sooner. 

http://www.norilana.com/norilana-lb-guidelines.htm
http://www.playsmag.com
http://www.playsmag.com
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CONTESTS  CONT:- 

 

Sending of cash is not recommended and if un-

dertaken is at competitor's own risk. Note: No other 

form of payment is acceptable. 
8.       The judge will remain anonymous until after 

the competition has closed.  The judge's decision is 

final. Competitors must not communicate with the 

judge before or during the competition. 
9.       If a list of prize winners is required, please 

send a stamped, self-addressed envelope with your 

entry. 
10.   Send entries to Competition Secretary, Entry 

for HSSS, PO Box 312 Cottesloe WA 6911 
  
Note: It is the competitor's responsibility to ensure 

entries comply with all the terms and conditions of 

entry. If any entry is excluded due to non-compliance of 

these terms and conditions, the competitor will not be 

notified nor will the entry fee be refunded. 
  

For any queries contact FAWWA on 08 9384 4771 or 

email admin@fawwa.org.au or send SSAE to 

FAWWA,      
PO Box 312 Cottesloe WA 6911.    
  

Results published on our website www.fawwa.org.au 
 

LETTER WE WISH WE COULD 

ALL WRITE 

A 98 year old woman in the UK wrote this to her bank. 
The bank manager  thought it amusing enough to have 
it published in the Times. Well  worth the read! 
 
 Dear Sir, 
 I am writing to thank you for bouncing my cheque 
with which I  endeavoured to pay my plumber last 
month. By my calculations, three  'nanoseconds' must 
have elapsed between his presenting the cheque 
and  the arrival in my account of the funds needed to 
honour it. I refer,  of course, to the automatic monthly 
deposit of my Pension, an  arrangement, which, I ad-
mit, has been in place for only thirty eight  years. You 
are to be commended for seizing that brief window 
of  opportunity, and also for debiting my account £30 
by way of penalty  for the inconvenience caused to 
your bank. 
 My thankfulness springs from the manner in which 
this incident has  caused me to rethink my errant fi-
nancial ways. I noticed that whereas  I personally at-
tend to your telephone calls and letters, when I try 
to  contact you, I am confronted by the impersonal, 
overcharging,  pre-recorded, faceless entity which 
your bank has become. From now on,  I, like you, 
choose only to deal with a flesh-and-blood person. 
 My mortgage and loan payments will therefore and 
hereafter no longer  be automatic,but will arrive at 
your bank by cheque, adressed  personally and confi-

dentially to an employee at your bank whom you  must 
nominate. 
 
 Be aware that it is an offence under the Postal Act for 
any other  person to open such an envelope. Please 
find attached an Application  Contact Status which I 
require your chosen employee to complete. I am  sorry 
it runs to eight pages, but in order that I know as much 
about  him or her as your bank knows about me, there 
is no alternative. Please note that all copies of his or 
her medical history must be  countersigned by a Solici-
tor, and the mandatory details of his/her  financial 
situation (income, debts, assets and liabilities) must be 
accompanied by documented proof. In due course, I 
will issue your employee with PIN number which 
he/  she must quote in dealings with me. I regret that it 
cannot be shorter  than 28 digits but, again, I have 
modelled it on the number of button  presses required 
of me to access my account balance on your phone 
bank  service. As they say, imitation is the sincerest 
form of flattery. Let me level the playing field even fur-
ther. When you call me, press  buttons as follows: 
 
 1 - To make an appointment to see me. 
 
 2 - To query a missing payment. 
 
 3 - To transfer the call to my living room in case I am 
there. 
 
 4 - To transfer the call to my bedroom in case I am 
sleeping. 
 
 5 - To transfer the call to my toilet in case I am at-
tending to  nature. 
 
 6 - To transfer the call to my mobile phone if I am not 
at home. 
 
 7 - To leave a message on my computer (a password 
to access my  computer is required. A password will be 
communicated to you at a  later date to the Authorized 
Contact.) 
 
 8 - To return to the main menu and to listen to options 
1 through to   
 
9 - To make a general complaint or inquiry, the con-
tact will then be  put on hold, pending the attention of 
my automated answering service. 
 
 While this may, on occasion, involve a lengthy wait, 
uplifting music  will play for the duration of the call. 
 
 Regrettably, but again following your example, I must 
also levy an  establishment fee to cover the setting up 
of this new arrangement.  
 
May I wish you a happy, if ever so slightly less pros-
perous, New Year. 
 
 Your Humble Client, 

 

mailto:admin@fawwa.org.au
http://www.fawwa.org.au/
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Writing Styles  
 
 
Before you write:   

¶ know your audience 

¶ know your genre 

¶ know your basic premise or plot 

¶ know your subject 

¶ know the skills you will need 

¶ know how to set up your manuscript 

¶ know your main objective 
) 
 

General Writing Guidelines  
 
 

Use strong, active words to add zest to your 
writing and shorten sentences. Passive 
voice makes lazy sentences; e.g., "A new 
lighting system has improved night 
games at Port Adelaide Field" is much 
better and clearer than, "Some improve-
ment was effected in night games as a 
result of the installation of a new lighting 
system at Port Adelaide Field."  

 
Use active verbs instead of gerunds and 

other nouns derived from verbs (words 
ending in Άtion, Άity, Άing); e.g., "We will 
set the agenda" not "We will be setting 
the agenda."  

 
Use specific, concrete words and terms that 

you can see, hear, touch, smell or taste. 
Avoid abstract words, qualities or gener-
alizations; e.g., "A 30Άminute lunch" in-
stead of "A quick repast."  

 
Use short, simple, familiar words, ones 

learned early in life, instead of bigger, 
lessΆused ones. Words become harder to 
read as you add more syllables. For easy 
reading, aim for 100 to 130 syllables per 
100 words.  

 
Use nonΆtechnical words that are familiar to 

your audience whenever possible. If you 
must use a technical term, define it imme-
diately.  

 

 Avoid outΆofΆdate or overused terms such 

as "conspicuous by their absence," "all in 
all," "last but not least," etc.  

 
Use working words. Words that don't contrib-

ute to meaning or understanding weaken 
your message. Don't waste time, paper 
and space.  

 
Write clear sentences. Aim for an average length 
of 17 to 20 words, but vary the sentence length 
to give your writing a smooth, live effect. 
 

Use few compound and complex sentences. 
Length is more important than type of sentence. 
All simple sentences will sound choppy. 
 

Minimize the number of prepositional phrases in 
a sentence. 
 

Vary the way you start sentences. End each 
sentence with a forceful word.  

 

Check your writing for unclear pronoun refer-
ences, badly placed modifiers or passive 
voice.  

 

Paragraphs create white space and help 
readers work their way through a page. 
You may lose your readers if they see 
few paragraphs and little white space. So, 
write short paragraphs containing only 
one idea. If your paragraph is too long, 
break it up with subheadings.  

 

Bridge the gaps between sentences and 
paragraphs with transitional words or 
phrases.  

 
 

 

 

 

   

 

        USE           DON'T USE 
 

    Because  Due to the fact that 
    Soon  In the future 

    For a week For the period of a week 

    Only  Nobody else but 
 
 

Writing Right 
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WRITING NEWS 
The Australian Vogel Literary Award Writing Right 

 

Editing Part 2 

 by Helen Chilcott  
1-11 points were in the May edition 

 

12. Don‘t let word count govern your work. You 

will cut and add in your own and publisher‘s ed-

iting. Use as few words as your story takes. 

 

13. Don't go into great detail describing places 

and things. If it‘s not relevant to the plot, scene or 

characterisation, omit it. 

 

14. Try to leave out the part that readers tend to 

skip. 

I found this rule, written by an editor, strange as 

each reader gets something different from their 

reading experience. When I edit I cut anything 

extraneous to the plot‘s advancement and the 

characters‘ development. At one time, if I cut 

what I thought was pretty writing I saved it in a 

separate document because I didn‘t want to lose 

it. I NEVER took work from that document and 

reused it in another work. My interpretation of 

this rule is – Learn to let go of extraneous words. 

Love your CUT button. 

 

15. Use the time of a total stranger in such a way 

that he or she will not feel the time was wasted. 

The stranger is your reader. Write them an inter-

esting, engaging story. 

 

16. Give the reader at least one character he can 

root for and a strong, well defined plot. The main 

character needs conflict evident from chapter 

one. 

 

17. Every character should want something, even 

if it is only a glass of water. If they want or con-

tribute nothing, cut them. 

 

18. Every sentence must do one of two things – 

reveal character or advance the action. If it does 

neither, cut it. 

 

19. Start as close to the end as possible. 

I believe this means let readers know what they 

need of your characters and story and cut every-

thing else. 

 

20. Bare your characters to the reader. Now mat-

ter how sweet and innocent your leading charac-

ters, make awful things happen to them and show 

the reader what they are made of. 

 

21. Do not use Weasel Words in your writing. 

Learn how to construct sentences exclusive of 

Weasel Words. If you are writing on your com-

puter or laptop keep the Weasel Word List open 

as a separate document. Or print it and keep it 

next to your writing pad. Use global FIND to lo-

cate and eradicate Weasel Words in work you 

have already written. Do not use them in current 

work. 
Here is ta list of Weasel Words; 

A BIT  

A LITTLE  

A LOT, ALOT  

ABOUT 

ACTUALLY 

ALMOST 

ALMOST LIKE 

ALREADY 

APPEAR  

APPEARED TO 

APPEARS 

APPROXIMATELY 

BASICALLY 

BEEN 

BEGAN 

BEGAN TO  

BEGIN 

BEGUN 

BEING 

CAUSED KNOWING 

CLOSE TO 

COMPLETELY  

ESSENTIALLY 

EVEN 

EVENTUALLY 

EXACTLY 

EXTREMELY 

FAIRLY 

FINALLY 

GET 

GETTING 

GOT 

GOTTEN  

HAD 

HALF 

HAS 

HAVE 

HERE 

HIGHLY 

IN  

INTO 

JUST 

JUST THEN 

KIND OF 
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IF YOU HAVE NEVER BEEN TO  

 

A CRITIQUE SESSION— 

 

GIVE IT A TRY—YOU WILL BE SURPRISED  

HOW MUCH  

INFORMATION IS EXCHANGED AND HOW 

MUCH   HELP YOU   Will RECEIVE.  

 

NETWORKING—NETWORKING 

THE BEST WAY TO GAIN INFORMATION 

ABOUT WRITING!! 

Editing tips continued: 
 

 
 

 

22. Scene Breaks, Time Shifts, Point Of View 

(pov) Change * * * * (blank line before, one space 

between each asterisk, blank line after). Use only 

for time jumps of more than mere hours, scene 

changes and pov shifts. 

 

23. One word or two – Cannot is always one word, 

in case is two. If in doubt, look it up. If still unsure, 

ask. 
 

Thank you Helen for your great articles. 

Ed. 

 

 

Helen Chilcott and Karen 

Peatt are moderators on 

our Writing Right critique and writing 

support line. Contact us if you wish to 

join the electronic chat line to discuss 

writing and to take part in evaluating 

your writing and the writing of other 

members. 

THAT 

THEN 

THERE 

THEREFORE 

THING 

TO 

TO BE 

TRULY 

UNBEKNOWNST 

UTTERLY 

VERY 

WAS 

WATCH 

WERE 

WITHIN 

Newsletter Editor-: Diane Beer 

Published by Writing Right Inc 

12 Sandford Road 

Kensington Gardens SA 5068 

 

Contact: (08) 83326085 

Email: dyoz@ozemail.com.au 

 

Contact us if you need information on meetings, cri-

tique groups, the online group or workshops. 

 

We provide workshops if more than six people have 

a subject they want to explore. 

 

Writing Right has a panel of experienced writers and 

published authors who are willing to give talks to 

community groups—book a speaker for your group. 

 

We also have associate membership available to 

other groups who want to take advantage of our ser-

vices, newsletters or workshops. 

 

Our meetings in the SA Writers‘ Centre are held on 

the 3rd Friday of each month. 

 

Critique sessions are also held on the first Saturday 

of each month at The Cottage, 12 Sandford St., 

Kensington Gardens. 

 

CONTACT US IF YOU HAVE ANY  

 

QUESTIONS ABOUT YOUR WRITING OR  

 

ABOUT  MEETINGS SUITABLE FOR YOU. 
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 What is a cliché but a familiar collection of 

words we use in speech without thought. 
The Australian Oxford Dictionary‘s definition of a cliché 

is a hackneyed phrase or idea. 

The same dictionary defines hackneyed as (of sayings) 

over-used and therefore lacking impact. 

 

Where clichés thrive – The best source of clichés is radio, 

newspapers, magazines, news and current affairs programs. 

Because these are filled with tired, unoriginal expressions, 

which fail to conjure strong images in viewers‘ minds, media 

use pictorial support to prop up their cliché-rich articles. 

Humans are visual and generally examine the picture if one 

is offered, before reading the story. You‘ve heard the cliché a 

picture is worth a thousand words. In TV broadcasts viewers 

miss or ignore half of what is said because we watch the im-

ages, from which we get a majority of the information. Maybe 

this is why media writers and journalists don‘t bother to avoid 

clichés. Sometimes I think if ‗I hear one more chemical cock-

tail, engulfed in flames or movie blockbuster I‘ll throw a brick 

through the television.‘ I could have said Iôll throw up, or Iôll 

just scream, but these are clichés that don‘t offer insight to 

how I really feel about them, and this article is about their 

avoidance. 

Because I‘m a writer who can‘t endure reading cliché-

packed articles that don‘t stand up to the image‘s impact, I 

rarely read papers and magazines. I do sometimes look at im-

ages in magazines when I‘m waiting at the doctor, or eating 

lunch at work. Otherwise I don‘t waste time or money buying 

or reading papers and magazines because their articles are 

filled with the same old clichés, redigested, re-ordered and re-

served with a different image. 

 

A writer’s unique voice – Words and how we order them 

are a writer‘s only voice. We want our stories to sound unique, 

to have impact, leap off the page and be enjoyed and remem-

bered by readers. Why would we use clichés in our writing? 

 Because it must stand alone without the benefit of sup-

porting images, our writing voice needs to be as individual as 

each writer can make it. If we didn‘t have a unique voice our 

stories would read like every other story, with the plot as the 

only unique element. When plots are rehashed as often they 

are, only the writer‘s unique voice sets the work apart. Clichés 

have no place in our unique voice because they are not unique. 

 

Image saturation - Imagine if every car on the road were 

red. You might recognise the different makes and models, but 

with red saturating your visual senses you would in time no-

tice less of each make and model‘s individuality. Red cars 

would eventually bore us and seeing a car of another colour 

would excite us. 

Envision one yellow car among a thousand red. To which 

one would your eye and interest be drawn? This imagery 

should explain that to attract and hold a reader‘s attention your 

stories must be that spot of yellow in the ocean of red. 

You can help achieve this by avoiding over-used, low im-

pact phrases in your writing. 

Would you watch the same movie for ten consecutive 

nights? 

 

Clichés in dialogue – Some writers proffer argument that 

because people speak in clichés in everyday life, clichés are 

okay in their writing. I agree with this only regarding a charac-

ter‘s dialogue, the story‘s showing part, and then only in mod-

eration. In narrative, the story‘s telling part, we should avoid 

using clichés altogether. We need to take a minute or two to 

think of our own unique way of saying it. 

The difference between speaking in clichés and reading 

them is we speak through the need to communicate and we 

read for pleasure. When conversing with someone we don‘t 

have time to dream up unique dialogue. If we stop speaking a 

moment to think, the other person may jump in with their dia-

logue and our chance to push our point is lost, so we plug the 

gap with a cliché. In speech we desire and require to get the 

message across in the simplest, quickest, most easily under-

stood manner. 

When we read for entertainment we allot time for it. Pic-

ture yourself deciding to spend an entire day enjoying art 

works from many cultures, artists and ages at the National 

Gallery. How disappointed would you be when you arrive to 

find every picture and sculpture identical? If you bought a 

book which read like the last one you read, would you be dis-

appointed? Would you even finish reading it? 

Each artist has his or her own medium and unique style, 

and so it should be for we writers. If you season your charac-

ters‘ dialogue with clichés their individuality may be lost to 

your readers. 

Instead of strengthening characterisation, clichés in dia-

logue may weaken it. Don‘t confuse clichés in dialogue with 

using unique dialogue for characterisation. For instance, a 

character may have a stutter, or a quirky saying they append to 

every other sentence. This is true characterisation. 

Written into dialogue, clichés may homogenise characters 

and irritate readers. 

Yes, I hear some of you argue, some readers probably 

don‘t care. Many levels of readership exist, and whether you 

punctuate your characters‘ dialogue with clichés might depend 

on the level of readership to which you pitch your stories. It 

might also depend on your level of commitment to your work 

and its continuous betterment. 

 

What is a cliché? I‘m glad you asked. I could pussyfoot 

around, try to explain to save your feelings and not knock 

you off your pedestal, but let me give it to you straight, 

off the cuff so to speak, from the horse‘s mouth. 

Nine everyday clichés exist in the last two sentences. 

Find them all and add them to your cliché hit list. Then 

search your work and see how many of your own you 

can eradicate. 

 

Helenôs latest book Waiting for 
Misty was released on 15 April  

 

WHAT IS A CLICHE    BY Helen Chillcott 
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You have probably read something like this be-

fore…but it cannot be repeated often enough. 

Show don’t Tell - is the hardest aspect of writing 

for new writers to grasp. 

 

First, what's the difference between the two? 

Telling is: Jim was an old man. 

Showing is: Jim grasped his walking stick with a 

gnarled had and eased himself out of his old chair to 

walk carefully across the slippery floor.  

Both show the same information. But we are told that 

Jim is old in the first instance and shown it in the sec-

ond. 

One creates a mental image of the old man. 

The second allows us to participate in the story 

through mental pictures while the other we are just 

told Jim is old and have no sense of participation in 

the scene. 

 

Here‘s another example.  

Telling: Brenda has the reputation in the office of be-

ing able to get things done and cut through bureauc-

racy.   

Showing: Brenda looked at Jim, ―This red tape is 

crap, we‘ll never get this done if we shovel all this 

shit.‖  

Or 

Brenda strode into the office smiled with satisfaction 

as she handed the package to her boss, ―All done so – 

we can launch the product anytime you want."  

Jim looked at her cocky pose and thought, ‗canôt 

stand the woman but she sure does get things done.ô.  

By allowing another character to speak or think about 

a person we get more characterisation and motivation 

into the plotting as well as SHOWING what they are 

doing and what those around think of their actions. 

Telling: Brenda is a well trained woman.  

Showing: "I‘ve been trained to get things done and 

cut the crap,ô Brenda said.  

 

There are times to use narration or TELLING IN-

STEAD OF SHOWING when you have a trivial bit of 

information to impart to the reader, but its incidental 

to the story. Briefly….simply tell the reader ‗it was 

raining‘   

To explain every trivial detail appears to be padding 

to the reader and yells ‗trivial‘. Readers are perceptive 

and instinctively know the difference between a fast 

moving, well paced story and slow descriptive pas-

sages that don‘t relate to the action.  

Writers often find it useful to TELL when writing the 

story out the first time, to get it onto the page and let 

their visualization of the scene come alive in their 

brain….but during the rewrite they SHOW the story 

and edit out the TELLING to make the story more 

interactive. 

 

Generally it takes more words to TELL than to 

SHOW. 

 

SHOWING rather than TELLING is a mental habit…

and although at first writers find it difficult it becomes 

second nature once you get into the habit. 

 

Show don’t tell, show don’t 

tell, show don’t tell… 

 
It‘s like some incessant mantra that writing teach-

ers chant at their students – but do they really 

hear?         Show, don’t TELL! 

 

Publishers and editors will throw the phrase at 

you, with a patronizing air, as though you have 

deliberately not done so.  

What do you do in these situations? Simply shrug 

and move on? 

The reading public, strangely, seems completely 

oblivious to the distinction, except in an obvious, 

vote with their feet  – that is: authors that SHOW 

always outsell authors that TELL by about 100 to 

1! 

 

We can‘t stress how important it is to grasp the 

profound difference between showing and telling 

in your writing. And what a powerful impact it can 

make – to your readers, of course, but more espe-

cially to your chances of being taken seriously by 

the publishing industry. 

 

Yes, but what does the phrase actually mean? 

Do you know what one ingredient all best-selling 

novels have in common? Are you thinking they are 

all great stories written by brilliant authors? They 

all sold plenty of copies at the bookstores?  

Perhaps - but there's one common ingredient every 

one of those best-selling writers includes into each 

book. 

 

 
SHOW DON‘T TELL 

 

Writing Right 
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Show don‘t Tell continued…. 
 

 

This is one trait that keeps readers hooked from be-

ginning to end. 

The one quality that has editors begging for more 

manuscripts. 

The one ingredient your story should have.  

Do you know what it is? 

 

As readers we want to hear the characters telling their 

own stories—not the writer‘s voice TELLING us 

about the characters. 

 

Let the characters SHOW how they feel. 

Let the voices of the characters speaks by themselves. 

Show how they move _which reflects how they feel. 

Show how they react to situations which shows their 

passions, their natures, their feelings. 

 

The authors of  top selling books are masters in 

the art of showing – not telling.  

 

Wouldn‘t you like to see your own novel up on those 

best-seller lists, too? 

 

Let's face it - an editor is going to show a preference 

for a professionally written manuscript. So make 

sure your manuscript contains every ingredient possi-

ble to make sure your chances of success are maxi-

mized. 

 

The art of showing your story to your readers versus  

telling them about it is not a skill that comes easily to 

many writers. But it is a skill that can be learned. 

 

If you feel you need a workshop to practice this skills—

let us know and we will include the subject in our  future 

planning. 
 

LIST TO END ALL LISTS 
 

Subject: English as she is spoke 

Signs in "English" from around the World 

A sign posted in Germany's Black Forest:  

IT IS STRICTLY FORBIDDEN ON OUR 

BLACK FOREST CAMPING SITE THAT 

PEOPLE OF DIFFERENT SEX, FOR IN-

STANCE, MEN AND WOMEN, LIVE TO-

GETHER IN ONE TENT UNLESS THEY 

ARE MARRIED WITH EACH OTHER FOR 

THIS PURPOSE.  

Cocktail lounge, Norway:  

LADIES ARE REQUESTED NOT TO HAVE 

CHILDREN IN THE BAR.  

Advertisement for donkey rides, Thailand:  

WOULD YOU LIKE TO RIDE ON YOUR 

OWN ASS?  

Hotel, Yugoslavia:  

THE FLATTENING OF UNDERWEAR 

WITH PLEASURE IS THE JOB OF THE 

CHAMBERMAID.  

At a Budapest zoo:  

PLEASE DO NOT FEED THE ANIMALS. IF 

YOU HAVE ANY SUITABLE FOOD, GIVE 

IT TO THE GUARD ON DUTY.  

Doctors office, Rome:  

SPECIALIST IN WOMEN AND OTHER 

DISEASES.  

On a poster at Kencom:  

ARE YOU AN ADULT THAT CANNOT 

READ? IF SO, WE CAN HELP.  

Hotel, Acapulco:  

THE MANAGER HAS PERSONALLY 

PASSED ALL THE WATER SERVED HERE.  

Information booklet about using a hotel air 

conditioner, Japan:  

COOLES AND HEATES: IF YOU WANT 

CONDITION OF WARM AIR IN YOUR 

ROOM, PLEASE CONTROL YOURSELF.  

LETTER TO THE EDITOR 
 

I thought that that master of the 
English language, Winston 

Churchill, had the last word to say about 
Ending Sentences with Prepositions, 
namely :- 
"utter pedantry up with which I will not put". 
 

John Sabine 



 11 

Page 11 

Writing Right 2008 

SYNOPSIS 
 

Writing a synopsis can be tougher than 
writing a book.  
But this is the marketing tool for your 
book, so it is an important skill to develop.  
The rules of synopsis writing make more 
sense when you realise exactly what infor-
mation the editor/publisher needs to as-
sess the work in the fastest possible time. 
The slush piles are high and the synopsis 
is the tool that gets your book published.  
 

A synopsis should is written in the pre-
sent tense, third person.  
 

Be concise and cut out anything that is 
unimportant and just leave in all 
the salient points.  
 

The synopsis shows the editor whether 
you are a professional writer or an 
amateur. Your work will be as-
sessed on the quality of your synop-
sis and query letter ð because these 
are read first.  
 

The length of the synopsis entirely de-
pends on what the publisher wants 
and the length of the book. For ex-
ample most books up to 60,000 
words only need a two page, single 
spaced synopsis. An historical or 
factual book will need a longer syn-
opsis and a different type of synop-
sis. However the main rules still ap-
ply because you are still marketing 
the work through the synopsis.  
 

Focus on the main theme, the main 
conflict and the main characters. 
Leave out secondary plots unless 
you feel they give a vital insight into 
the main characters by showing 
their motivations or drives.  
 

Tell Donõt Show. This is exactly oppo-
site to the ôShow Donõt Telló rule 
that is used when writing a book.  
 

Avoid too much description, backfill 
and above all avoid clichés.  

 
Editors have guidelines on their websites ð 

obey those guidelines, that is exactly 

what they want. Research sites on the 

internet that outline òSynopsis Writingó. 

 
Your synopsis is the expansion of the blurb 

that you hope will be on the back cover of your 
book. However it reflects the nature of the 
book and tells all the facts ð whereas the blurb 
is a teaser. If itõs humorous, the synopsis will 
reflect that aspect.  
 

Tell  the major conflict right up front in the 
first paragraph.  
Introduce the main characters and their 
goals and give the editor/publisher an un-
derstanding of their personalities.  
Tell  the resolution. You MUST tell the edi-
tor how everything is resolved.  
Everything must be tied up neatly in a sat-
isfying way.  
 

Every writer is tempted to overwrite the synop-
sis and detail every scene, every event. But be 
brutal, prune and cut and polish.  
 
You have spent months or years writing your 
book and the synopsis always seems like an 
irritating after thought ð a nuisance. Never for-
get how important this piece of work can be-
come if it gets your book published.  
 

¶ If you are having trouble getting started, 
perhaps just start with one single sentence in 
a few words that would describe your book if 
you had to explain it quickly at a dinner table.  

¶ Then write a single paragraph to expand 

the skeleton.  

¶ Then expand that to a single page  

Finally write the expanded version.  

 
The advantage of this method is that you learn how 

to precise you story into a quick blurb and then you 
feel a two page synopsis is almost a luxury.  

 

Writing a synopsis is the best exercise for writing. 

The writer learns to prune their work, refine their 

story and communicate most effectively. As a 

writer, you are communicating a story or message 
and in writing a synopsis you learn to convey the 

message in the simplest, fastest most effective man-

ner.  
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MEMBERSHIP APPLICATION FORM   2008 
 

ANNUAL FEES   $25 A YEAR ......  

 

 

 

NAME__________________________________________ 

 

ADDRESS________________________________________ 

_______________________________________________ 

 

 

TEL NO_____________________________ 

 

MOBILE NUMBER____________________ 

 

EMAIL _____________________________ 

 

Membership entitles you to receive the monthly newsletter....if you do not receive it, please advise 

us and we will check our records and ensure it gets to you. 

You are also welcome to attend meetings in the SA Writers‘ Centre on the 3rd Friday of each month 

at 6.30pm and Critique groups at The Cottage, 12 Sandford Street Kensington Gdns on the first Sat-

urday of each month at 2pm. We hope you will be involved in workshops, critiques online or any 

events we organise throughout the year. We especially hope to meet your particular needs as a writer 

to get your work published and promoted.  

 

PLEASE ENCLOSE A STAMPED ADDRESSED ENVELOPE FOR RETURN OF RECEIPT 

Writing right  Inc  
12 Sandford St., Kensington Gdns SA 5068 

08 83326085  dyoz@ozemail.com.au  
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Don‘t Procrastinate 

 

Don‘t Forget Your Theme 

 

Don‘t Forget the Beginning, Middle and End 

 

Don‘t Expect a weak plot to be Successful 

 

Don‘t Tell – Show 

 

Don‘t expect to write the best in the world first try 

 

Don‘t Overdo Punctuation 

 

Don‘t Tell everyone your story – Write It! 

 

Don‘t Think you can edit as you write 

 

Don‘t generalize – Use Specific Images 

 

Don‘t Use Cliches, Platitudes and Qualifiers 

 

Don‘t Depend on Adjectives. Use stronger verbs 

 

Don‘t Forget to Compare and use Contrasts 

 

Don‘t Forget to View the World AS A Writer 

 

Don‘t Digress 

 

Don‘t Forget the Pacing 

 

Don‘t Forget the Senses 

 

Don‘t write personally – write Universally 

 

Don‘t Preach 

 

Don‘t Neglect Research 

 

Don‘t Think of Fiction as False 

 

Don‘t Write ―I‖ and ―Me‖ too often 

 

Don‘t Overwrite 

 

Don‘t make all your friends and relations read it! 

 

Don‘t expect to become wealthy overnight 

 

Don‘t be Obsessed with Trivia 

 

Don‘t Listen to relatives and friends on what you should 

write 

 

Don‘t expect an Agent will Solve everything 

 

Don‘t send your work to the wrong market 

 

Don‘t give Editors an Excuse to Reject Your Book 

 

Don‘t Ever Give Up 

 

Do Write the Book YOU Want To Write 

 

Do Create a space Where you can Write Your Book 

 

Do Learn the Basic Skills of Writing 

 

Do Write about Subjects that you know and love 

 

Do Plot the Book Thoroughly 

 

Do Give Yourself Deadlines 

 

Do Establish Your Own Support Group 

 

Do Make Sure you Have the Right Tools 

 

Do Learn About Publishing 

 

Do Read Widely 

 

Do Start Mixing With Writers and Publishers 

 

Do Believe In Yourself 

 

Do Study Human Behaviour 

 

Do Listen to Language and dialogue 

 

Do explore your own Senses 

 

 

KEEP WRITING—THE MORE WE WRITE THE  

BETTER WE BECOME 

THE DOS AND DONTS OF WRITING 
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All good structures have a sturdy 
skeleton to support them, and a 
good plot is the skeleton holding 

your story up and together.  
 

The basics of your skeleton are a 
strong hook, a significant change, a 
start -and -stop middle and a satisfy-

ing ending.  
 
These elements form a well -built 

structure to support your characters 
and story. The plot will give you an 

outline on whichto "build" your 
book.  
 

A strong hook brings your readers in 
and makes them want to find out 

what happens next. You don't just 
need one hook, although the first 
one is the most important. You need 

a hook to begin each subsequent 
chapter, as well as a cliff -hanger to 
end the previous chapter. Your hook 

should introduce the significant 
change.  

 
The significant change will be what 
causes the conflict in your story.  

 
Your readers should already know 

this change is going to affect some-
one they are going to care about. It 
will lead the reader further into the 

story to find out what that conflict is 
and what will stop the characters 
from resolving it until the end of the 

story. This change will help define 
your characters: how will they react 

to this change?  

 
The middle of your story can be the hardest 
part to write. You have to keep the tension 

up and keep your characters from achieving 
their goal, but you still have to give them 

enough hope to keep trying. This will make 
your middle bumpy, with some ups and 
some downs, and if you don't keep it inter-

esting, it may begin to sag. This is where a 
subplot may come in handy - an extra twist 
or goal for one of the characters that puts 

more obstacles in the way of the main goal.  
 

Making a list of scenes, including the plot 
and any subplots, can help you progress 
from beginning to end.  

 
Finally, the story comes to an end and your 

readers should close the book completely 
satisfied with how you brought it to a close, 
or, even if not completely satisfied, touched 

by it. You don't want them to feel cheated 
by a rushed ending or too -convenient save.  
 

Make sure all your build -up leads to a reso-
lution and wrap -up that will make them 

want to pick up your next book and the one 
after that and the one after that.  
 

If you need more help with your plot, there 

are lots of resources online.  

 

If you feel you need a Plot-
ting Workshop or any 

help...let us know and weõll organize a 
session.  

 
Plotting Peculiarities  

 
By Jeannie Eddie 
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Having a reliable critique partner or belong-

ing to a critique group is one of the best 

ways to get published. 

 

Reading aloud is not always the best way to 

critique a piece of work. 

 

A great reader can make a description of 

ratshit sound fascinating. 

 

A poor reader can make Shakespeare sound 

like a description of ratshit. 

 

Not all people take information in through 

their ears. Some rely on their eyes to help to 

absorb information. Some need repetition or 

they may need passion or excitement to 

make information stick. 

 

However, reading aloud saves time, allows 

everyone to share comments, saves us from 

harsh criticisms (sometimes) teaches us 

how each person evaluates a work and 

builds a good critique team. 

 

A good critiquer can see the writer‘s even-

tual vision and help the writer to convey 

that vision to the reader. 

 

A good critiquer assesses the following:- 

 

¶ the opening hook or paragraph 

 

¶ the conflict, - whether it is strong 

enough to sustain the plot 

 

¶ whether the plot is strong enough, and 

memorable to make an editor buy it 

 

¶ whether the characters are strong 

enough, different and memorable 

 

¶ where the story becomes boring and 

why 

¶ if the text waffles without driving the story 

onwards 

 

¶ if the work is a page-turner 

 

¶ if the dialogue moves the action forward 

 

¶ a good critiquer is supportive not destructive 

 

When setting up a critique group set the g round 

rules because people have different priorities and 

needs. 

 

Decide how long each person should be given and 

how long the group should spend on each piece of 

work. 

 

Make sure people want their manuscripts marked 

before making corrections. 

 

Everyone should agree to be honest and supportive 

without being nitpicking or cruel. 

 

People should take a professional attitude and accept 

criticisms cheerfully. 

 

Writers should agree that work need not necessarily 

be altered, if the author still believes the way the 

work was written is right. 

 

Decide at the outset where and when to meet and 

make a reasonable commitment to the group. 

 

Generally, within a group, writers are all at dif-

ferent stages of their work not everyone is experi-

enced. and this should be taken into account 

when offering advice. 

 

Some are time-hogs and some are shy, some are 

advanced, some are just starting.  

The main advantage is—that we can ALWAYS 

learn something new from EVERYONE. 

 

Be kind and generous and constructive rather 

than destructive!! 

                    C R I T I Q U I N G  
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WRITING RIGHT 

P A C I N G  
 

Pacing is what makes the reader stay 

up all night reading your book. 

Pacing is what makes the editor/publisher buy your 

book. 

Pacing is the rhythm that makes your book come 

alive. 

Pacing comes from good plotting, so that the story 

never sags. 

  

Pacing keeps the story move fast from scene to scene 

without over-writing, without intrusive descriptions inter-

rupting the action, dialogue to slow down the reading. 

 

Good hooks at the start of a chapter increase the pace. 

 

Good fast dialogue leaves a lot of white space on a page 

which gives the reader the impression that the story is mov-

ing forward. 

 

Breaking up long, turgid paragraphs increases the pace. 

 

Strong hooks at the end of chapters ensure the reader 

hurries forward to the next page. 

 

Pacing is a difficult skill to teach because it is a skill that 

is achieved by learning to ‗feel‘ the rhythm and feel of your 

book. 

 

Even if the plot is good, and even if there is plenty of 

action - if the pace is slow, the book becomes boring. Poor 

pacing is the most common fault for new writers, because 

they want to ‗tell‘ everything instead of letting the charac-

ters ‗show‘ their feelings, ‗show‘ the settings and ‗show‘ 

the action through their own movements, speech and ac-

tions. 

 

Popular fiction tends to be fast-paced, however suspense 

stories appear to be reasonably slow-paced. The main point, 

when writing suspense, is to keep the tension high and this 

makes the pace appear to be faster. 

 

Events that don‘t move the story forward – slow the 

pace. 

 

Some character-driven books are designed to be a solid, 

slow-paced read while the writer digs deeply into the psy-

che of their characters. 

 

Pace generally relates to change, movement, forward 

impetus and the aspects that make the reader want to turn 

pages. 

 

If the reading is interrupted by the reader thinking ‗what 

the hell does that mean‘ the pace has been killed.  Plotting 

well enables the writer to let the reader know the why, 

where, when, how and what happens without the reader 

being distracted by the writer intervening to ‗explain‘ about 

the story. 

 

Poor transitions can slow down a story, and give the 

story a staccato effect instead of a smoothly paced story. 

Strong pacing ensures that the reader never feels they 

are merely marking time . 

 

Telling the story through moving scenes, rather than 

introspection and narrative ensures a good pace. 

 

Even a slow-paced story has something happening on 

every page to move the story forward, towards the eagerly 

awaited conclusion to solve the conflict/crime/romantic 

barriers or towards a satisfactory ending. 

 

Pacing needs to be varied. A relentlessly fast pace with 

no respite is exhausting. Think of pacing as a horse ride. A 

gentle walk up the hills, a fast trot towards the destination 

and a gallop when the stables are ahead. 

 

Surprises increase pacing.  

 

Clues keep the level of pacing strong.  

 

Flashbacks slow the pace by interrupting the flow if they 

are interjected without arousing a reader‘s curiosity first.  

Prepare the plot groundwork with hints, teasers and clues.  

 

When editing your work, check for unnecessary para-

graphs, clichés, scenes that don‘t work, overused words and 

too much back-fill at the wrong times.  

 

Pruning improves pacing. Cutting out the dead wood 

makes the story come alive. 

 

Less Is More  
 

That statement is becoming a 
cliche. But the moment you see one 
of your paragraphs editing and 

pruned by an expert the truism be-
comes evident.  

 
A short sharp message adds drama 

and pace to any statement.  

 
Donõt think of cutting out all those 

words as painful ñthink of it as pol-

ishing and making your gem shine.  
 

Pacing is about measuring the 
mood of the story.  


