CHILDREN’S BOOKS (JUVENILE FICTION)


Children’s books are written for children and meant to be read to and read by children of all ages.  Juvenile fiction is a broad and diverse field including board books, picture books, easy to read books, “middle-age” chapter books and novels for young adults.  The length of a children’s book can range from one word per page or less for a board or picture book to 50,000 words.  Genres include romance, mystery, fantasy, real life problem stories, social issues, historical fiction and multicultural themes.  There are few if any taboos if the material is handled honestly and the book is well crafted.  The complexity of treatment of a particular topic or theme is determined by the age level of the intended reader.  The standards of accuracy and commitment to the craft are especially high in the field of children’s literature, which is relatively small.  In general a well written book for young people includes a protagonist around the age of the intended reader or a year or two older, a subtle theme, main idea or human truth and it should inspire hope or some positive attitude by the end of the story although this is not a strict rule.  A good children’s book is a book that appeals to children of various ages.  It is written by a writer who respects his or her audience and who most often is deeply connected to children, childhood and the child within.

Subgenres:


Picture books:  For the youngest children up to around the age of 6 or 7.  Picture books may run from 25 words or less to 1200 words usually in a thirty two page format.  Illustrations are expected to carry at least half the story supplying description, details about setting and character and even action.  These books may be read by the child but they are written to be read out loud.  A picture book text is carried by a spareness and beauty of language that is akin to poetry and often depends on repetition, rhythm, rhyme and a definite plot line.  There must be enough action to support 32 pages of illustrations.


Easy to Read:  For approximately the 6 to 9 year old who is learning to read on his own. Manuscripts range in length from around 500 to 2,000 words.  Vocabulary should be controlled enough so the young reader does not become frustrated but the story should be told naturally and the writing should be smooth and rhythmic.  Plots should be lively and include adventure and humor or mystery.


Middle Grade Fiction:  In third to sixth grade these children are voracious readers – and they are critical.  The range of reading interests at this age is as wide as the range of possibilities.   Series books, books only about boys or only about girls, horror, fantasy, humor, nature, animals, adventure, history, real people, real places, and real problems are all important to this age group.  Best length for manuscripts runs between 20,000 and 40,000 words.


Young Adult Fiction:  These teens are also reading adult literature and there is a lot of crossover in this genre.  Often books written for adults become marketed for this age because of the age of the protagonist or the subject matter and win the YA title.  Style and plot are more advanced and complicated with several subplots.  These readers are able to handle more detail and description.  The issues, topics discussed, relationships, values and feelings dealt with in these books are on a more mature level than books for younger ages. The main characters are usually of junior high or high school age.  The readers are exploring and experimenting in their own lives and they read to better understand themselves so they are interested in morality, politics, ideals and realism as well as suspense and science fiction, fantasy and mystery.

Definition of Horror Genre


Horror is the genre of fear and phobia.  It seeks, at bottom, to disturb.  Horror is excessively interested in morbid topics like death and disease; it seeks to shock and thrill its audience with grotesque images, frightening imaginary creatures, or deeply disturbing ideas.  Its closest analogue is suspense fiction, in that it often dramatizes characters in peril and much of its “creepy” effect is derived from exploring the cavernous and shadowy mysteries of the unknown.  In virtually all cases, however, horror literature operates on a deeper level, exploring the taboos of culture and the repressed desires of the human animal, and it is this very exploration that – much like a roller coaster -- generates both thrills and dread.


Horror is a psychologically and philosophically rich genre, with a long tradition.  H. P. Lovecraft (pulp inventor of the “weird tale”) has written that “The oldest and strongest emotion of mankind is fear, and the oldest and strongest kind of fear is fear of the unknown.”  Investigating this universal and primal fear of the unknown is a central tenet of horror fiction, but this is not a task limited to the supernatural, occult, or “weird” fiction writer.  All contemporary horror writers tend to be fascinated with fear and the ultimately unknowable mysteries of the human mind.  Thus horror writers amplify everyday anxieties (or, conversely, uncommon phobias) through their fiction, triggering or depicting our “fight vs. flight” response to perceived threats, whether real or imagined.  

Good horror fiction also revels in ambivalence.  It often dances on the boundary between not only the known and unknown, but also the desired and the repulsive, or the ordinary and the fantastic.  Robert Bloch (author of Psycho) once quipped that “Horror is the removal of masks.”  This is a good definition of both its emotional appeal for readers and its general aesthetic:  horror stories revel in showing us what we don’t want to see and often push against the envelope of good taste and censorship.  Supernatural horror stories use monsters or spiritual beings as metaphors for our own secret desires or deeply held beliefs, or as projections of our private or unconscious anxieties, giving them a physical form that is at once threatening but also – because material – manageable or able to be bested. Psychological horror depicts abnormal behavior and the mind-gone-terrifyingly awry for much the same reasons.  Both approaches often “unmask” civilization as a temporary and sometimes false cover for our repressed primitive natures.  Whether in the form of cautionary tales (moralistic lessons in what we should not do or where we should not go) or in fantasies that nihilistically dramatize a breakdown in common civility and the status quo, horror fiction necessarily revels in shock, ambiguity, and the grotesque, confronting us with the moral imperative of our own inevitable demise.  Horror fiction often generates both repulsion and attraction, often playing “hide and seek” with its readers, in a game of showing and not-showing, revealing and concealing, as it enlightens the shadows…often only to uncover even more of them.

Subgenres of Horror:


Horror is a mode as much as a genre, and so many works of fiction are “horrific” even if not categorized as such.  But readers of the genre often distinguish between two conventional categories:

	Psychological
	Supernatural

	Examples:

· Aberrant Behavior Studies

· Schizophrenic Characters

· Serial Killers

· Psychic Powers

· Mad Scientists
	Examples:

· Mythological Creature Stories

· Ghost Stories

· Mutant Monster Stories

· Occult Fiction

· Demonic Possession

· Apocalyptic Dystopia


Definition of Mystery Genre
The mystery genre, more often called crime fiction, is an ever-widening category that includes classic whodunits, thrillers, police procedurals, private eye novels, action/adventure tales and the escapades of amateur sleuths.  Despite this diversity, there are a few common threads that hold this genre together and keep readers coming back for more.

Literature is an examination of life and human nature and crime is a part of that life.  Much of the appeal of crime fiction is the sense of closure--a crime is committed, someone investigates, the case is solved and the bad guys get their due.  In real life, this rarely happens so efficiently.  When the last page is turned, readers feel satisfaction and reassurance that all is right in their world--at least in their fiction world.

Most crime fiction requires a detective or investigator of some sort.  Your protagonist should be three-dimensional with a solid background and opinions.  The story should revolve around a significant crime, something that will engage and intrigue the reader.  

Hardboiled or Cozy?
Does your story take place in the picturesque English countryside, where everyone takes tea, exhibits impeccable manners, and the police are honest, if a bit bumbling?  If so, you’re probably writing a cozy.  Or is your novel set in dark alleys, dingy bars, and flophouses, where your protagonist is a recovering alcoholic and the police are as much a threat as the criminals?  If so, you’re writing hardboiled.  How much grit and idealism you put in your fictional world places your novel somewhere on a continuum between these extremes.

Mystery, Suspense, or Thriller?
Mystery has its roots in the detective stories of Edgar Allan Poe and Arthur Conan Doyle’s Sherlock Holmes and evolved into the traditional mystery or “whodunit” exemplified by Agatha Christie.  Information is purposely withheld and revealed only as the sleuth questions suspects or discovers clues.  Protagonists tend to be highly intelligent and emotionally detached.  They are confident and comfortable in the role of investigator.  Readers achieve a sense of intellectual satisfaction if they can put together the clues and out-guess the sleuth.  

A word of warning to writers of traditional mysteries:  Fair Play is crucial.  Make sure that readers have a chance to out-sleuth your detective.  Readers should have all of the necessary information and clues.  Readers don’t mind being misdirected, but they hate feeling cheated.

Suspense novels are not a novel of discovery and surprise but about revealing and unraveling.  Instead of objective detachment, suspense is subjective and emotional--readers are closely invested with the protagonist’s POV and feelings.  As with mystery, the scope is narrow--an individual character and stories rarely stray beyond their family or a small circle of friends and acquaintances.  Characters are caught out of their comfort zone, immersed in a nightmare.  Author Thomas H. Cook describes suspense as “a slow-motion car crash that readers hope the characters will be able to avoid.”  Protagonists are usually ordinary people or duty-bound professionals called upon by circumstance to act in the face of a threat.  Your protagonist may come equipped with a full set of emotional baggage.  Information is revealed rather than withheld--knowing the danger creates more suspenseful than a sudden surprise.  Examples of suspense include Patricia Highsmith, Mary Higgins Clark, Cornell Woolrich, the standalone novels of John D. MacDonald, and the films of Alfred Hitchcock.

Reader enjoyment here is not about finding a killer or solving a puzzle, but about the cathartic release of emotion when the protagonist prevails.  The emotional element in suspense provides more opportunity for character development than a straightforward mystery.  

Noir, a subset of suspense, takes the suspense story to extremes of violence, corruption, and despair.  It’s not uncommon for protagonists to lose.  These are usually standalone novels dominated by a fatalistic world-view.  Named for the postwar school of French filmmaking, noir novels are often regarded as having more literary merit than other forms of crime fiction. Writers usually classified as noir include:  James Crumley, Charlie Huston, Megan Abbott, Vicki Hendricks, Ken Bruen, Jim Thompson. 

Thrillers developed out of the Cold War spy novels, particularly Ian Fleming’s James Bond series.  Exhilaration is the core note.  The question is not about finding the villain, but about preventing something, finding something, or retrieving something.  Stakes are usually higher than in suspense; stories start locally and quickly escalate to regional, national, or global proportions.  Heroes cope with terrorist plots, assassinations, high-tech weapons, government or corporate secrets or the fate of the free world.  Pace and plot rule and action is non-stop as the story takes frequent and unexpected twists.  Thriller protagonists may be tough professionals or ordinary people caught in extraordinary circumstances.  Character takes a backseat to plot in most thrillers, but a skilled writer can do justice to both.  Exotic settings are common.  Subsets of the thriller genre include legal and medical thrillers, corporate or political skullduggery, and techno-thrillers.  Serial killer stories are often considered at home among thrillers rather than mystery or suspense.  (Some classify them with horror.)  

Current thriller writers include Barry Eisler, Lee Child, Tom Clancy, John Grisham, Clive Cussler, James Rollins, Michael Crichton. 

Sleuths Are People Too!
In the last twenty-five years women writers have expanded crime fiction from a just-the-facts focus on the case to include the protagonist’s family and social circle.  Gunplay and fisticuffs only get you so far with today’s readers.  When quizzing readers about their favorite mystery series, researcher Erin Smith found that readers rarely mentioned details of a case or identified the killer, but spoke at length about the sleuth’s private life as though the character were a personal friend.  The more you can make readers identify and empathize with your protagonist, the more successful your book will be.  Balance is key.  Be careful not to go overboard with subplots involving romance, pets, or hobbies.

A Funny Thing Happened on the Way to the Morgue…
Murder is not funny, but you’ll find more humor on the mystery shelves than in any other popular fiction genre.  The place of humor in mystery is the subject of panels at almost every mystery conference.  Humor is always in demand but as a niche, it has limitations.  Many ardent mystery fans prefer their crime stories straight, with proper respect for the dead and for the authorities.

Subgenres:

Traditional Mystery/Cozy:  These have their origin in the Golden Age (1920-1950) mysteries and remain a large part of the market.  Language is tame, sex is nonexistent, and the murder takes place offstage.  Bodies are “discovered” and an expert detective, constable, or curious amateur rides to the rescue.  Whimsical humor is common.  Blunt objects and poisons are favorite weapons and don’t be surprised to find a cat.  Because of their tame approach to violence and idyllic settings, these are often called “cozies,” a reference to knitted teapot cozies common at English tea parties.  The protagonist of a traditional mystery may be a police detective, private investigator, or amateur sleuth.  Suggested authors:  Agatha Christie, Dorothy L. Sayers, Ngaio Marsh, Margery Allingham, Mary Roberts Rinehart, Dick Francis, Nancy Pickard, Jacqueline Winspear, Rhys Bowen, Margaret Maron, Elizabeth Peters, Tamar Myers.

Private Detectives:  The private eye (PI) novel originated in the pulp magazines as a macho counterpart to the British cozy.  Laws regarding private investigators, how they operate within the law and whether they may legally carry guns varies from state to state and is worth researching.  The style is characterized by rough language, action, smart-aleck dialogue, dark humor, and a gritty, realistic world view.  They do not shy away from bloodshed and expect sex to be hinted at if not explicit.  Protagonists are usually world-weary private eyes, Chandler’s “knight in tarnished armor,” crusading to right a wrong or rescue a damsel in distress.  But in this genre, damsels may bite.  Suggested authors:  Dashiell Hammett, Raymond Chandler, Ross Macdonald, Mickey Spillane, Lawrence Block, Sue Grafton, Linda Barnes, Robert Crais, Bill Pronzini, Laura Lippman. 

Amateur Sleuths:  Anyone can be an amateur sleuth.  All you need is curiosity, a bit of pluck and a lot of spare time.  These sleuths frequently find that their occupation or hobby gives them an edge in the investigation.  Amateur sleuths may be gardeners, cooks, bird watchers, dry cleaners or any occupation you like.  Part of the fun is learning about these jobs and interests.  Amateurs get no respect or help from police, but they are resourceful and usually have a cadre of useful friends and acquaintances.  The amateur sleuth novel ranges from cozy to hardboiled.  Suggested authors and classic characters:  Arthur Conan Doyle (Sherlock Holmes), Agatha Christie (Miss Jane Marple and Hercule Poirot, John D. MacDonald (Travis McGee), Rex Stout (Nero Wolfe), Janet Evanovitch (Stephanie Plum).  

Police Procedurals:  These stories follow the detailed investigation of a crime, usually by professional law enforcement personnel.  It’s vital for the writer to understand proper investigative techniques, rules of evidence, command structure, jargon, and legal proceedings--all of which may vary at the city, state, county, and federal level.  It also doesn’t hurt to know a bit about guns and forensics.  Suggested authors:  Ed McBain, Joseph Wambaugh, Tony Hillerman, Reginald Hill, P. D. James.

Note:  Forensics are all the rage today but keep in mind that crime scene technicians are scientists, not action heroes.  They do not question witnesses, interrogate suspects, participate in car chases or gun battles. 

Caper Novels:  Caper or “heist” novels follow the detailed planning and commission of an elaborate crime, usually a robbery, burglary, or kidnapping.  Protagonists are usually criminals and the tone is frequently humorous or offbeat.  The perpetrators may come close to succeeding but usually fail.  (You have to motivate them for the sequels.)  Suggested novels:  Donald Westlake’s Dortmunder series, Lawrence Block’s “Burglar” series, The Taking of Pelham One-Two-Three by John Godey, The Anderson Tapes by Lawrence Sanders.  
Historical Mystery:  Except for the historical setting, these resemble other forms of crime fiction.  Research is paramount, especially as to the legal system and law enforcement methods of the era.  Some writers feature historical figures (e.g., Mark Twain, Teddy Roosevelt, or Jane Austen) as their sleuth.  Suggested authors:  Lindsey Davis, Max Allan Collins, Stephanie Barron, Ellis Peters, John Maddox Roberts, Laura Joh Rowland.
Common Misconceptions
Your story must be set in Los Angeles or New York.  This may have been true at one time, but regional settings are now common and even preferred by many readers.  You can find a mystery series for almost any part of the world.  Regional mysteries are a good way for writers in the fly-over states and rural backwaters to capitalize on what they know.  

Mystery glamorizes crime and inspires criminals.  Most prison studies show that criminals don’t read.  A benefit of reading is that it teaches cause and effect, that actions have consequences.  Most criminals are surprised that they get caught; they just don’t think that far ahead.  As for glamour, I can’t think of any novels that portray a life of crime as something positive or desirable; movies, yes, but rarely if ever in fiction.  Fiction generally makes you think deeper than film.

Women can’t write hard boiled stories.  A view held chiefly by old-school male readers and writers, but in the late 1970’s Sara Paretsky, Marcia Muller, and Sue Grafton began to prove otherwise.  Today, you’ll find Linda Barnes, Karen Kijewski, Laura Lippman, Barbara Seranella and other female writers all packing strong punches.  Megan Abbott and Vicki Hendricks have even stepped into the noir arena. 

You have to find the body by page three.  It’s always good to start your story as soon as possible and there’s some truth to this dictum for traditional mysteries.  For suspense stories, it’s the threat of finding a body or becoming that body.  For thrillers, it may be preventing the accumulation of bodies.  The death of a character readers have come to know and like will have far more emotional impact than an anonymous body falling out of a closet.  It’s hard to develop that kind of rapport in three pages.

Definition of Romance Genre


Romance is as old as the written word and as contemporary as the latest shipment from Harlequin/Silhouette. While a distinct genre in itself, with unique audience expectations, it combines easily with any of the other genres. At the center of any romance, whether it’s a fairy tale; a work by Shakespeare (comedy and tragedy); a social drama by Jane Austen, Thomas Hardy, or Charlotte Bronte; or a paranormal or historical paperback, is a female protagonist. The woman’s journey to form a life bond and find lasting emotional fulfillment with a partner is the central axis on which these books turn. Romance as a theme may be cloaked in fantasy, mystery, suspense, chaps and spurs, or coming-of-age angst, but the core of the book, the heart of the conflict, lies in the give-and-take between two individuals making their way through a plot designed to keep them apart and ultimately bring them together.


The romance novel is character- rather than plot-driven and engages the reader in the personalities and situations that define the hero and heroine.  The plot may be focused solely on the central couple or complicated with engaging secondary characters and subplots, depending primarily on the length of the novel. Love scenes can be light and simply alluded to or described in as much detail as any other aspect of the story.

Common terms within the industry:


Single title romance:  The major romance publishing houses—HarperCollins, Penguin, Kensington, Dorchester, Warner, and so on—publish one or more titles per month under a number of programs defined by distribution and sales numbers. These are hardcover or paperback novels of 80–120,000 words that contain a clearly defined plot, multiple points of view, (at least hero/heroine and often one or two others), conflicts and subplots. Single title romances must have a happy ending. They are produced in hardcover or mass-market size.


Series/category romance:  These shorter romances (55,000–75,000 words) are now produced only by Harlequin Books (including Silhouette Books), which produces multiple lines and brings out numbered, sequential titles on a monthly basis, much like the magazine industry.  Each line has its own requirements for character, points of view, subplots, and additional elements such as intrigue, sensuality, or historical setting.  Series novels are specific as to word length, and end with happily-ever-after, in marriage or implied commitment between the hero and heroine. They are paperback and are often shelved in their own racks in the bookstore. Many contemporary authors established their reputations and readership in series romance and moved to single title or mainstream.  


Mainstream/women’s fiction: The mainstream novel is similar to the single title romance as far as structure. It must have a satisfying ending for the female protagonist, but that does not always mean happily-ever-after for her relationship with a hero. These novels can be produced in mass market, hardcover, or trade paperback size.

Definition of Science Fiction and Fantasy Genres:


All definitions of science fiction fail, but let’s be more positive:  all definitions of science fiction are correct, just in their own way.  The following is Ben Bova’s:  “Science fiction stories are those in which some aspect of future science or high technology is so integral to the story that, if you take away the science or technology, the story collapses.”  And many other writers stress that such a scientific element is necessary.


But other definitions, like that by Samuel Delany, emphasize the “possibility” of the story’s; events:  SF deals with what “has not happened” (while fantasy, on the other hand, deals with what “cannot happen”).  Science fiction ideally takes place in the same world as ours, the one based on scientific law.  The events just haven’t occurred yet and never might, but could.  They are speculative, but not obviously impossible.  The stories share the reality of our physical univese and supposedly must conform to its physical laws.  Orson Scott Card’s rule of thumb:  “If the story is set in a universe that follows the same rules as ours, it’s science fiction.  If it’s set in a universe that doesn’t follow our rules, it’s fantasy.”  Or:  “If you have some people do some magic, impossible thing by stroking a talisman or praying to a tree, it’s fantasy; if they do the same thing by pressing a button or climbing inside a machine, it’s science fiction.”


This provides SF its rich tool of speculative possibility, that the future conditions or alternative world just might come true; someday, we could inhabit that world.  And whether we want to or not gives SF its intellectual and emotional strength.  Science fiction is not about scientific possibilities, but how those possibilities might affect people’s lives.


Typical topics in SF suggest this quality of scientific realism:  Space travel, the future, extraterrestrials, robots, artificial intelligence (history has caught up to “computers”), other planets, alternate worlds, time travel, new and alternative societies, androids, genetic engineering, evolution, telepathy, colonies in space, new technologies.  But all of these topics are not ends in themselves. They are the means by which SF writers speculate on how human lives might be changed by them.  All SF editors stress the need for believable characterization, that an essay on scientific speculation is not enough – people have to react to the new invention or event.

Buzz words or phrases used by SF writers that say much about the genre and what it’s about:

Extrapolation:  Taking a current trend and speculating on how far it might lead, or finishing the phrase, “If this goes on…”


If the ozone layer keeps disappearing, then…


If the general literacy rate keeps declining, then…

Speculation:  Pondering and completing the phrase, “What if…”


What if the Internet suddenly became a self-aware sentient entity.


What if industrial pollution is really a plot by alien invaders who need to breathe that kind of 



atmosphere.

Thought-experiment:  Most SF stories are what mathematicians first referred to as “thought-experiments.” The working out of a speculation mentally – pondering what would happen, how society would change, what people would be affected.

The literature of “ideas”:  Science fiction has been called this, for better or worse. True, the premise in SF, the root speculation, is crucially important.  But SF is a narrative story, not an essay.  The idea has to be placed into a recognized and familiar reality where events happen to believable people.

Future-fiction:  The assumption that SF is about the future.  True, many SF stories take place there, but it’s more about possibilities, and these are not restricted to the future.

Sense of wonder:  An open-minded view toward the universe, the future, and open possibilities, or the capability to look at old and common things in a different way.  Many old fans feel that this is essential to SF.

Speculative fiction:  This phrase is often used as an overriding label for both SF and fantasy.  However, that title is not shared by all writers, and it is sometimes used more defensively, as if it sounds less “pop” than SF.  “Sci-fi” is even more slippery; this phrase, when used by some writers, refers to the SF seen in television and film and is often pejorative, but other writers use it effectively in referring to all the latest media tie-ins.  Set standards for both phrases do not exist.

Sub-genres:

Hard SF:  where the science – like physics and astronomy – are as accurate as possible.  This type of SF is difficult to write, but every SF magazine wants more of it.  (Examples:  any book by Hal Clement, Kim Stanley Robinson’s The Mars Trilogy, Greg Bear).

Soft SF:  where the science is not quite as demanding, and the sciences discussed are considered less rigorous and exact – like psychology and sociology.  Often based on social speculations, alternative cultures and lifestyles. (More Than Human, Fahrenheit 451, The Dispossessed, Beggars In Spain)

Military SF:  where the main characters are futuristic and highly technological soldiers fighting a war, often against aggressive extraterrestrials.  The hardware is important.  (Starship Troopers is the landmark example – the book, not the film.)

Alternate-history SF:  Stories where some historical event in the past took a different direction than it did in our history.  (The Man in the High Castle is a classic, where Germany and Japan won WWII; works by Harry Turtledove)

“Space Opera”:  or adventure SF, once even called “planetary romance.”  High adventure among the stars, filled with a sense of wonder and bright new worlds, big conflicts, rousing action, planets galore.  (The Skylark of Space is a classic; Poul Anderson’s Flandry or Polesotechnic series;  Dan Simmons’ Hyperion and Endymion novels, Peter Hamilton, Alastair Reynolds)

“Cyberpunk”:  Near-future stories heavy on high-tech and computer/human interfaces, stressing multinational economies and cultures. (Neuromancer is the landmark example; Neal Stephenson)

“Romance Science Fiction”:  An example of the trend in genre crossing, SF stories with a romance element.  (See Catharine Asaro’s novels.)

Fantasy:


See the distinctions above for the differences between fantasy and SF.  The genre – as a publishing category – hardly existed until the 1960s, long after SF was established.  The market for short stories is small, but big for novels of heroic fantasy.

Sub-genres:

Epic (or Heroic) Fantasy:  This is what most people refer to when they speak of fantasy:  long (often multi-volume) works on heroic quests in created worlds, usually pastoral and rustic with a Medieval cast.  Good and evil are very clearly defined.  The best example is still Lord of the Rings.  Also called “other world fantasy,” a pertinent term since the detail of the created world is a large part of the attraction.

Sword-and-Sorcery:  Some writers would say this and heroic fantasy are the same, but this phrase applies more to the Robert A. Howard Conan the Barbarian tradition, stories of well-muscled heroes in a created ancient world of dark taverns, vast landscapes, and villainous sorcerers.  Matters of right and wrong are quickly decided – by the sword.

Remakes of fairy tales:  A popular “move” in fantasy is to retell an old fairy tale but from a completely different perspective; these are often modernized updates, like feminist re-creations of Snow White or Cinderella.

Urban fantasy:  Stories that take place in recognized and realistic contemporary settings where an element of fantasy is introduced.  Sometimes called “magic realism,” but this term is more often applied to “literary” than “genre” examples.  Charles de Lint’s books are examples.

Dark fantasy:   Basically horror stories but not as graphic and not limited to a contemporary setting.  Somewhere in between fantasy and horror.

Historical fantasy:  Fantasy that takes place in a historically reproduced era; the space and time are accurate but some fantastic element is introduced.

“Hard” fantasy:  A blend of metal and magic, hard to categorize – dragons run by steam engines.  (Read Michael Swanwick’s The Iron Dragon’s Daughter.)

