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		FOREWORD

		The night I murdered Jeff Gerke was also the night he was reanimated from the dead, just so he could write this book.

		I trust my opening sentence has led you to this one. That’s all you have to do to write a hit novel, after all. String enough sentences together that compel the reader to read on and on until the end, and then you’re done.

		Simple, isn’t it? Sure, like climbing Mount Everest is simple.

		But you can eventually scale the highest peak on the planet with enough training and stamina, and by remembering that the whole ascension starts with the first few steps. Just as writing a great book begins with the first fifty pages.

		Which is where Jeff Gerke comes in.

		Jeff is an author himself (see the novels of Jefferson Scott) but also an editor and publisher. He has therefore seen first pages from all angles and knows whereof he speaks. He speaks clearly in this book on the subject of how to write that crucial opening material.

		You see, you really only have two choices: capture the reader (or agent, or editor) in those first fifty pages or … don’t.

		Which do you choose?

		I thought so. Jeff’s book is here to help you. He’ll show you how it’s done (and not done) so you can start up the mountain with confidence.

		Begin.

		—JAMES SCOTT BELL

	
		INTRODUCTION

		SUCH A YOUNG MAN.

		Bushy hair. Narrow shoulders. A thin man. A little nerdy, even. Hardly the sort of leading man we expect today.

		He looked almost shy as he thanked everyone who had spoken before him that day. He stared at the ground or his shoes or the notes before him. His opening lines were awkward, promising a tedious, interminable speech on a sweltering day under the Houston sun. He fumbled with the lectern while delivering a line with the unfortunate rhyming of knowledge and college.

		But when he started his speech in earnest, the magic began. “We set sail on this new sea because there is new knowledge to be gained,” he said. Knowledge that “must be won and used for the progress of all people. … There is no strife, no prejudice, no national conflict in outer space as yet. Its hazards are hostile to us all. Its conquest deserves the best of all mankind.”

		It was September 12, 1962, and John F. Kennedy was standing in Rice University stadium delivering what became perhaps his most famous speech. With his words and with the force of his will he was launching the U.S. space program, with the goal of putting an American astronaut on the moon before the end of the decade.

		“‘But why,’ some say, ‘choose the moon?’” he asked rhetorically. “‘Why choose this as our goal?’ And they might well ask, ‘Why climb the highest mountain? Why, thirty-five years ago, fly the Atlantic? Why does Rice play Texas?’”

		This got the laugh it deserved. Rice was known as a school for intellectuals, and their football team was routinely slaughtered by football powerhouse The University of Texas. But Jack raised his voice and cut through their laughter, uttering the lines that give me chills even today.

		“We choose to go to the moon in this decade and do the other things—not because they are easy, but because they are hard.”

		Now their laughter turned to cheers. He rode their joy and turned it into an uproar.

		“Because that goal will serve to organize and measure the best of our energies and skills. Because that challenge is one that we’re willing to accept. One we are unwilling to postpone. And one we intend to win.”

		The goofy young man with the strange accent and the unruly hair had, with deft interplay of words and elements, generated a palpable energy in his listeners. An energy that had existed in potential form but had remained only latent until he began.

		If he had asked that crowd to personally fund the mission to the moon at that very moment, I believe they would’ve done it. They would’ve found a way. John F. Kennedy ignited a movement that day, a force that swept up not only his hearers but the nation and the world, and we are still reaping the energy of his vision to this day.

		Such is the power of a strong beginning.

		WE CHOOSE TO GO TO THE MOON

		The words you deploy in the first pages of your novel can and must have a similar power. They must arrest the imagination of your reader and fire his vision so he will go with you through the trials and triumphs of your story. You want him right with you to, in JFK’s words, feel the ground shake and the air shatter by the sheer force of your tale as if it is the greatest adventure on which man has ever embarked.

		You want your novel’s launch to be as thrilling as the lift off of a Saturn C-1 booster rocket. Whether it’s an adventure story, a horror novel, a romantic comedy, a cozy mystery, or whatever else, you know your beginning must be strong, or the reader will never endure it long enough to get to the heart of your story.

		You may already know a bit about how the publishing process works. You know that a literary agent or an acquisitions editor at a publishing house will decide the fate of your book based merely on its opening pages.

		If you knew how little of a manuscript is read before a publisher chooses to accept or reject a book, you might be appalled. Usually it is only one person, the acquisitions editor, who has read the book from start to finish before a contract is offered—or not. All the other eight or twelve executives have read perhaps only fifty pages of the book. The first fifty pages. Or fewer. Maybe only the first ten. They trust the editor for the rest.

		Most large publishing houses are closed to so-called unsolicited submissions (manuscripts not sent to them by agents). So, before your book’s opening pages receive the scrutiny of a publishing house’s executive committee, they must pass muster by a literary agent.

		Agents receive thousands of manuscripts every year. Some receive tens of thousands. In an environment like that, it’s simply human nature that they look for ways to quickly get through one proposal and get on to the next so they can reduce the slush pile at least a little.

		Many of their rejections come easily: The author has not followed the agency’s writer’s guidelines or has sent a nonfiction proposal to an agent who accepts only fiction. But even with those eliminated, the stack of remaining manuscripts towers as high as a rocket on the launch pad.

		Some agents will read a proposal in the order it’s presented: cover letter, one-sheet, synopsis, etc., and then head to the sample chapters. Others—the fiction-lovers, mainly—will skip everything else and turn directly to page 1 of the chapters.

		At that point, you’ve got about ten seconds to hook this person. Remember, she’s looking for a reason to say no. Not because she’s an ogre, but because she’s in a hurry. She loves fiction, and she wants to love your book, and she must find new authors to keep her own business going, but there are so many others waiting in line—most of them, she knows, will end up being klunkers—that your book already has two strikes against it by the time she gets to page 1.

		So your page 1 had better rock.

		If your opening line manages to not offend her fiction sensibilities, and if your opening paragraphs keep her with you, she’ll turn to page 2. With these early pages, you’re basically in a moment-by-moment effort to skirt disaster with the agent or acquisitions editor. Disaster being the rejection of your manuscript. If you lose her in those early pages, you’ve lost her permanently.

		It’s like poor Westley in The Princess Bride. Every evening, his captor, the Dread Pirate Roberts, would send him to bed like this: “Good night, Westley. Good work. Sleep well. I’ll most likely kill you in the morning.” With every line, paragraph, and page, the agent or editor is most likely going to kill your book in the morning. It is your task to “stay alive” as long as possible. To the very end, if you can, because that’s where glory awaits.

		It’s not only agents and editors whom you must keep on the good side of. The same is true of your reader. You’re trying to keep a very busy person from doing one of the hundred things he ought to be doing—or one of the many TV shows he wants to be watching— so he will read your book to the end. Enough missteps and the spell will be broken, and something else will capture his attention.

		Years ago, I was looking for a new novel to read. So I went to the library and plucked off the new releases shelf ten books that looked interesting. I took them all to a table and opened them one by one. I was looking to be engaged. Hooked. Arrested by how the book began. Most of them failed utterly. They began with back-story, exposition, or something else utterly dull. Or their language was obtuse, showy, or any of a hundred other things that soured the book for me.

		Granted, much of that is subjective, and there’s no way you can anticipate and please every reader. But the point was that I was a reader wanting to be hooked by the novel’s opening, and most of them botched it. So I put them all back on the shelf and went home with the one that grabbed me.

		What is your situation? Have you been told that your openings tend to be weak? Do you sense that your whole book has gone wrong, and you have a hunch that it got off course at the outset? Are you paralyzed because you want to start your novel off right but you don’t know how? Or maybe you’re hoping this book will write the opening for you.

		I’m like that. As I was writing this book, I was also in the midst of changing how I ran the accounting for the small indie press I founded. I’d been running it off a spreadsheet, but after our first two years the thing had just gotten to be unwieldy. It took me a week every time I had to figure royalties or pay taxes. It was aggravating. So at the recommendation of counselors I decided to transition from a spreadsheet to a database. (Don’t let your eyes glaze over—I really am heading to a point!)

		I purchased a very good database program and began figuring out how to run my publishing company from it. It wasn’t long before I ended up in a terrible fix. I had tapped none of the strengths of the database and couldn’t figure out how to do any of the things in a database that the spreadsheet program had done so easily. I’d lost way too much time in the effort, and I was now forced to run the business on both a database and the old spreadsheet. It was maddening.

		So I did what any sensible person would do: I went online to Amazon.com [inactive]! I found a terrific book on how to master the database program I was using. I read all the reviews and decided to take the plunge—even cashing in an Amazon gift card to do it.

		Anxiously, I waited by the mailbox. When would the magical book come and solve all my problems? I could hold on until then, couldn’t I?

		Finally, it came! I ripped open the smiley face box and pulled out the talisman. It was indeed a tome. Half the weight of my toddler daughter, I reckoned. Surely the answers were here. I was saved!

		I set it on my desk before my computer monitor, and waited.

		And waited.

		Slowly it dawned on me that I might have all the answers before me, but the book wasn’t going to solve my problems all by itself. I was going to have to open that beast and actually read it. Read it? It was 1,300 pages long, for crying out loud! And a bonus CD with 600 more pages! What had I been thinking? Where is my trusty spreadsheet?

		[bangs head on desk]

		My, we’ve come a long way from JFK to head-banging, haven’t we? And in such a short time.

		Anyway, I am saddened to inform you that, wonderful as this book may be, it will not write your first fifty pages for you.

		However, if I do my job right, this book will energize you with all the electricity of a stirring speech, and you will ride the surge of inspiration all the way through those opening pages—and beyond. Because we choose to go to the moon. Not because it is easy, but because it is hard. And because, as Eugene F. Ware said, “All glory comes from daring to begin.”

		IN THE BEGINNING WAS THE WORD

		Your novel can have a tremendous launch—not just so agents and editors will keep reading and not even so readers will stay with you, but so it will be strong as a work of literature. Structurally, the first fifty pages your of book have to accomplish certain objectives, or the foundation will be weak.

		You have to engage your reader, first and foremost. You have to introduce your hero. You have to establish the context of the story. You must reveal the genre and milieu and story world. You have to set up the tone of the book. You’ll also be presenting the stakes, introducing the antagonist, establishing the hero’s desires, starting the main character’s inner journey, and getting a ticking time bomb to start ticking down.

		And you want to do all these things without boring your reader, losing your reader, dumping backstory on your reader, misleading your reader, insulting your reader’s intelligence, or tipping your hand to your reader.

		The first fifty pages of your book are so important to get right that it’s tempting to say they are the most important pages in the manuscript. And yet they are, in a sense, merely the front work you have to do to get to the real heart of your story, which takes place in Act 2.

		I recently bought my first Kindle e-reader. The box it came in was itself the beginning of a story—the tear-off strip for getting inside the box actually said “Once upon a time …” on it. As I lifted the lid and beheld the masterful presentation of the device so lovingly nestled inside, I felt the thrill of beginning a novel I just knew I was going to love. It was an undiscovered country, terra incognita, yet afire with possibilities.

		That’s the effect I’m going to teach you to achieve with the first fifty pages of your novel.

		WHO IS THIS PERSON?

		Some readers don’t feel a curiosity about who has written a given nonfiction book—they just want to get to the good stuff inside. I’m that way sometimes, depending on the book. Other times, I want to know who this person is who thinks he has something to teach me on this subject. In case that’s how you’re feeling this time, I offer a brief introduction to Jeff Gerke.

		I entered the publishing industry in 1994, when I received a three-book deal to write a series of near-future technothrillers. I have now had six of my novels published (under the pen name Jefferson Scott), plus another six or so nonfiction books on a variety of topics, including three on fiction craft smanship.

		I have worked as a staff editor for three publishing companies and have done freelance editing and writing work for dozens of others. Of particular interest to the reader of this book, I have served as an acquisitions editor at those houses. That means I’ve read thousands and thousands of first fifty pages.

		Books I have selected—based partially on those first pages— have won many major awards in my publishing category, including several Book of the Year awards. And I was recently a finalist for Editor of the Year for fiction in my industry niche.

		In 2008 I launched my own small publishing company, Marcher Lord Press, which publishes science fiction and fantasy novels with a spiritual edge.

		I am a regular faculty member at multiple writers conferences around the United States. Whether it’s in the conference setting or in private coaching, I love helping novelists learn to better do what it is they’re trying to do.

		This led to my Fiction Writing Tip of the Week column (which is still available for free at www.WhereTheMapEnds.com), and all my fiction how-to books, including the Writer’s Digest title Plot Versus Character: A Balanced Approach to Writing Great Fiction.

		I have been told that one of my most valuable skills is the ability to diagnose what’s working in a novel and what needs to be fixed— and exactly how to fix it.

		That’s the passion I bring to this book. I hope to use whatever clarity I can muster to help you see precisely how to structure your first fifty pages so they take off cleanly and expertly put your story “in orbit” for the reader’s enjoyment.

		PREFLIGHT CHECK

		The First 50 Pages is divided into two parts. Part one gets you inside the heads of the first people who will encounter your opening pages: acquisitions editors and literary agents. There, you’ll find out what these people are thinking and what factors weigh upon them as they decide whether or not to pursue publication of your novel. Knowing what they’re dealing with will help you position your book for success.

		In part two you’ll get the full explanation of what your novel’s first fifty pages have to accomplish, and how exactly to pull it all off . The final chapter in the book talks about how to take what you’ve done in those opening pages and continue it through page 51 and beyond.

		As you read this book, you’ll find that I use movies as my examples, even more than novels. I do so unapologetically, though I realize you’re here to learn how to write a novel. That’s for three reasons. One, movies are a perfect distillation of storytelling. They are, like short stories, fiction in a hurry. With only 120 pages to work with in a screenplay—and with most of it white space—you’ve got to nail the essence of the necessary components of good story with efficiency and precision.

		Second, movies are part of our common culture and are therefore more likely to be familiar to you than perhaps a novel might be. If you’re not already acquainted with a movie I refer to, it would take just two hours of your life to become an expert on it. That can’t happen with a novel (well, for most people and most novels).

		Third, like a good beginning to a novel, using movies as examples does more than one thing. It teaches you how to write good fiction, but it also teaches you how to write good screenplays. I can’t speak for you, but most of the novelists I’ve spoken with over the years—myself included—secretly hope their novels will be turned into movies. Why not make it easy on the producer by writing a novel that could easily be adapted for the screen? And why not learn how to structure solid beginnings for two forms of media at once?

		So if I cite Toy Story 3 more than Anna Karenina, you’ll know why. (Plus I’m a film-school grad, so my mind runs ever to movies anyway.)

		LET’S LIGHT THIS CANDLE

		A novel with a terrific first fifty pages is a novel that is very likely to get published. It’s not a guarantee, because some people can write a great “launch” but then lose their way or have no ability to land the plane. But it is virtually guaranteed that a novel with a weak first fifty pages will not get published.

		At the end of his speech, with LBJ wiping sweat from his forehead in the background and the sun beating down overhead, John F. Kennedy delivered these words:

		“Many years ago, the great British explorer George Mallory, who was to die on Mount Everest, was asked why did he want to climb it. He said, ‘Because it is there.’ Well, space is there. And we’re going to climb it. And the moon and the planets are there, and new hopes for knowledge and peace are there.”

		Dear writer, your novel’s beginning is there, and new horizons of wonder and joy await us. So let’s start the countdown on this thing, shall we? Time for lift off .

	
		PART 1

		THE SUBMISSION
PROCESS

		The secret of getting ahead is getting started. The secret to getting started is breaking your complex overwhelming tasks into small manageable tasks and then starting on the first one.—MARK TWAIN

		 

		FOR THE NEXT THREE CHAPTERS, I’M GOING TO TAKE you inside the mind of an acquisitions editor. It’s a frightening place, I assure you. And yet your novel’s first fifty pages will most likely have to pass through such a mind if your book is to ever get published. So it is a dark cave we must explore.

		Most authors on the “pre-published” side of publishing companies tend to see them as faceless blocs, mysterious monoliths inside which arcane processes are brought to bear on books, resulting in sometimes brilliant, sometimes baffling, publishing decisions. A riddle, wrapped in a mystery, inside an enigma.

		The reality is that publishing companies are just like any other kind of company. They’re filled with people pretty much like you who make more or less the same decisions you would make if you were in their place. The key isn’t to decrypt some kind of alien thought process, but to simply understand what factors are weighing on the mind of the person looking at your first fifty pages.

		The insight you gain here will help you better craft your novel’s opening, because you will understand the arena in which those first pages will be fighting.

	
		CHAPTER 1

		IN (AND OUT OF) THE BEGINNING

		In the beginning the universe was created. This made a lot of people very angry and has been widely regarded as a bad idea. –DOUGLAS ADAMS

		BEFORE AN ACQUISITIONS EDITOR GETS TO YOUR FIRST fifty pages—before, indeed, she gets to your proposal at all—she is thinking about many other things.

		First, she’s incredibly busy, and has most likely not been allocated any extra time in which she is allowed to go off into a corner and read through the stack of proposals and manuscripts sent to her by agents or amassed through other means. The so-called slush pile. And yet she knows she must find new novels to fill the open slots in her upcoming release schedule, and she knows she has to find good new novels, both to help the company succeed in the future and to secure her own position in the publishing house. Editors at publishing companies tend to come and go as quickly as football coaches with losing teams. So she knows she has to score a few touchdowns for the team, and that involves finding good new books.

		And by “good” I don’t necessarily mean well written or literally remarkable. I mean good in terms of sales. In publishing companies, editors are thought of as the brainiacs who sit in their ivory towers thinking lofty thoughts about Keats, Milton, and Shakespeare. They tend to love good writing—especially when it comes to fiction—and to value craft smanship and the potential for literary contribution over plebian concerns such as making enough money from sales to keep the doors open and the lights on.

		The second concern weighing on our underpaid and heroic acquisitions editor, therefore, is the question of whether or not any of the proposals in her slush pile could possibly make the publishing company a boatload of money. She’s learned the hard way that she’s not to be looking for Faulkners or Steinbecks or Forsters, but Benjamins. Cash cows. Books that will sell lots of copies and save the company for another six months.

		Now, our heroine knows all this, but she still loves a great story and still values the work of a skilled wordsmith. So she resolves to find the best-written novels she can that will possibly turn a profit. She might in the end be pushed to acquire a book she finds terrible but that will undoubtedly sell well, but until that time comes, she is going to try to do both. When she’s looking at your first fifty pages, she’s hoping you will help her do this.

		It would be nice to be able to publish the books an editor loves, without any regard for making money, but this does not usually happen. (Except in the world of indie publishing and micro-publishing like I do, but that’s a topic for another book.)

		The person looking at your first fifty pages is stressed, unsure about her own job security, overworked, burdened with the need to read proposals but allocated no time to do so, and trying to find novels that are both wonderfully written and financially viable.

		Literary agents are looking for many of the same things that acquisitions editors look for, though their slush pile is much, much larger and of much poorer quality. The typical agent is open to anyone who can send him an e-mail, whereas the acquisitions editor at a large house is mostly shielded from this. The proposals she receives have been vetted by agents, who have gone through the real slush pile and discovered the most promising projects.

		The best agents are those who have first been acquisitions editors, because that teaches them what their customers—the current acquisitions editors at publishing houses—are thinking and looking for. So when an agent reads your first fifty pages, he’s probably busy, probably overworked, but probably not as concerned about job security. He may or may not be interested in fine writing, though he knows that some of his customers are, so he has gained some knowledge of what is considered good fiction craft smanship, and he applies this knowledge as he searches the pile.

		Mainly, an agent is looking for what projects could potentially be big sales hits. He knows that the editor he’s going to pitch to is concerned about this, but mainly he knows how the game is played. He knows that it is the publisher’s vice-presidents of sales and marketing, more than the monk-scholar editors, who are going to be most instrumental in making final publishing decisions. So he’s thinking about the publishing committee (“PubCo”) meetings yet in the future. When an agent reads your first fifty pages, he’s thinking about the finish line.

		And you thought publishing was just about companies putting out books you might like. There’s a lot going on, but the mechanism is no black box. You just need to understand that publishing is a business. Well, it’s actually more like gambling, but I’ll stick with “business” for now.

		NOW FOR THE PROPOSAL

		So you’ve gotten inside the head of an acquisitions editor. She has carved out some time to read through the pile—possibly by taking a bunch of proposals home with her over the weekend—and has given herself the goal of getting through one hundred of them before coming up for air. She’s keeping in mind all the things we’ve talked about already, but she’s really hoping to find a few gems. So she opens the first mailer or the first attachment on her e-mail and gets to work.

		A fiction proposal has two main components: front matter and sample chapters. The front matter has a cover letter, various blurbs and hooks as the “sizzle,” plus the author’s bio and publishing credits, perhaps a marketing analysis of comparable books, and a one-page synopsis (the “steak”). The sample chapters contain the first contiguous thirty to fifty pages of the novel.

		The first fifty pages.

		As we’ve seen, some editors (and agents) will skip everything else and go right to the sample chapters. The front matter is vital, of course, and it’s not a proper proposal without it, but the editor’s focus is on your craft smanship and your story.

		But she’s also trying to get through one hundred of these in a hurry. Yours is number sixty-two, and she’s getting a little numb in the brain. She’s found a couple of proposals that look interesting, and she’s set these aside to contact the agents and request the full manuscripts. (Hint: a first-time author won’t be taken seriously until the rough draft is finished, so don’t even approach agents before yours is complete.)

		Now she opens yours and starts reading. She’s hoping it will be fantastic, but in her experience she knows the odds are against it.

		There are a number of things she might see right away in your proposal that will get your book an instant no. Like a nonfiction proposal that has been sent to a house that publishes only fiction. Like a Satanic horror novel sent to a conservative Christian publisher. Like a proposal that does not follow the publisher’s writer’s guidelines. Like an unsolicited proposal sent uninvited. Like a men’s adventure novel sent to a romance publisher. Most of these can be avoided by doing just fifteen minutes of research on any publisher (or agent) you target.

		Then there are factors the editor is aware of but that you have no way of knowing. Like the fact that your romantic comedy about vampires in love is too similar to a book they’re coming out with in the spring. Or how the sales department has just announced that they don’t want to see another Amish novel for the next two years, and yours is an Amish novel. Or the fact that the publisher has given the editor a mandate not to come to him with anything but cy-borg science fiction involving a drug that prolongs life indefinitely, and yours isn’t anything like that.

		There will always be unknowns affecting how your novel is received. You can’t do anything about such things, so there’s no point in worrying about them. You just concentrate on writing the best book you can—and, for the proposal, the best first fifty pages you can—and let the chips fall where they may.

		But let’s say your proposal has hurtled each of these obstacles and is still in play in the editor’s mind. She likes your front matter and is ready to sink her teeth into your first fifty pages. Well, your first line, at least.

		THE AGE OF SELF-PUBLISHING

		It bears mentioning that what I’ve described so far refers to a model of publishing that may be passing away. Whether because of a long recession or because technology has brought about a new publishing paradigm, the old way is becoming rare. More and more small presses are cropping up, presses without a vice-president in sight. And micro-publishing, niche publishing, and self-publishing are becoming more accepted.

		With bookstores dying and publishers wanting to publish only surefire hits (read: books by authors who have recently written best-sellers), unpublished and even mid-list authors are beginning to ask, “Now, wait a minute—tell me again why I need a publisher?”

		For decades, the bookstore/publisher dyad has been the power bloc that mandated what kinds of novels were published and what kinds were not. Now bookstores are dying, which has the consequence of causing many traditional publishers to decline. The old power bloc is fading, and writers who have their whole lives been marginalized—because they didn’t write what was considered acceptable—are beginning to step out into the sun. It’s a terrific time to be a novelist with a fresh approach or style or genre or story. We’re in a publishing revolution right now, one that is so conducive to downtrodden fiction writers that I like to call it Revenge of the Writers.

		Many authors are deciding to dispense with the traditional publishing model and try another route. I encourage such writers to do so. However, this new model has good and bad aspects. The one I want to mention is the lack of a vetting process.

		If you self-publish, or if you go with a micro-press that gives very little expert editorial input, you won’t have to worry about anything I’ve mentioned in this chapter. In such a scenario, your novel will be published no matter how good it is. You won’t have to be concerned about agents or editors rejecting your proposal. It would be tempting for a person in that situation to forget about craft altogether—there’s nothing about low craft smanship or a poor first fifty pages that will bar your book from publication, so why worry?

		You are obviously not like this, or you wouldn’t have picked up this book. You are concerned about beginning your novel with all the loving craft smanship you can summon. I applaud you.

		Just know that others, particularly other novelists who have self-published, may not understand why you labor so hard on your first fifty pages or any other part of your book. You know, of course, but they may not get it. If you decide to self-publish or to go with a press that gives no true edit, I recommend you hire the services of a veteran fiction editor to give your novel a solid editorial pass.

		I’m a big believer in niche publishing, since that’s what my own publishing company does. But there has to be something more than external factors causing you to want to make your novel the best it can be. That’s the kind of commitment to excellence that will set your work apart from the flash fiction around us and give it a chance at a long life.

		THE SAMPLE CHAPTERS

		An acquisitions editor (or agent) is, unfortunately, in a position to have to say no
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